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PREFACE. 

It hu been th« privilege of the author to teacfa the theory of miute, 
and nothing But the theory. Tor the past ten jrears. During this extended 
period he has naturallj' had exceptional opportunities for discovering 
the difficulties which confront the average student; and the special 
purpose of this present work, the outcome of many requests from both 
past and present pupils, as well as from fellow teachers, is to assist the 
student to meet and niaster these difficulties, so that Harmony, which 
is one of the most important and, at the same time, one of the most 
charming studies in the art of music, may become a source of pleasure 
and eDJoyment, instead of being, as so frequently happens, a source of 
worry and annoyance. 

The author has endeavoured, in his treatment of the subject, to be as 
taaplt, as concise, and at the same time as tfurtn^h as posnble ; sim- 
plicity being a necessity for the beginner in every subject ; concise- 
ness, a necessity at the present day, when harmony is but one of the many 
studies which claim the attention of the student ; while a thorough expla- 
nation of the subject is not only absolutely necessary, but this. Indeed, 
must also be on somewhat ori^nal lines in order to justify the publica- 
tion of yet another work on a subject upon which so many excellent 
treatises have already been written. 

It is not to he supposed, however, that any very original theories 
will be advanced in the early chapters of the present work ; on the con- 
trary, the author is convinced that the first object of the student should 
be to acquire a perfisct knowledge, as far as possible, of that purity of 
harmonic structure upon which the immortal compositions of a Mozart 
were based. The modem composer, to whom a new effect is always 
an object to be attained — for the feeble platitude and the dishonesty of 
plagiarism should ever be avoided — will discover almost endless possi- 
bilities in the modifications of the chords in general use, either by the 
employment of auxiliary notes, or by the introduction of the chromatic 
element. Whatever original!^ there may be in the present woric irill 
be found, therefore, in a later chapter, wherein the author, in order to 
meet the requirements of modern composers, advocates the adoption of 
% new icale (see Ex. fi, page xi), the principal feature of which is the 
combination of the enharmonic element ^tti the already acceptad 
ohroiDtUic eKtention erf the major scale. 
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Conuderable attention has been devoted, throughout this work, to 
the MEdcIaei at the end of each chapter. These, it will be seen, are 
both numerous and of a luirtW character. In addition to figured basses, 
nbich may be regarded as the sta[^ form of exerci&e, there are also 
exercises oo the analysis of chords, on the introduction (including the 
preparation and resolution) of discords, on the hannonizaUon of melodies 
and unfigured basses, on clothing blank rhythms with harmony, and on 
composing original passages, etc. In all cases the exercises have been 
carefully graded, and have been arranged with the special view of assist- 
ing candidates preparing for examinations. The student, however, is 
not necessarily expected to work all the exercises at the end of each 
chapter; many of them being of a suggestive character, may, at the 
discretion of the teacher, be omitted, or on the other hand, others of a 
ramilar type may be added either by the teacher or by the student 
himself. 

It seems to be a moot question as to whether the student should, 
or should not, be taught to harmonize melodies from the beginning. 
The author is inclined to think not, but everything really depends on the 
student ; for though one student will grasp the principles readily enough, 
and another will fail to do so, both of them may in the end prove to 
be equally successful in their general work. This matter must also be 
left with the teacher, and if the exercises on harmonizing melodies, etc., 
are omitted when the chapter is first studied, they will probably be found 
uSefiil in review work at a later day. 

Another feature, and one to which the author attaches much 
importance, is a flystcm by which both lime and sfiace may be saved in 
writing the nunei of chordi. By the use of the signs, + for major, 
- fbr minor, o for diminished, and x for augmented, comUned with 
certain Roman and Arabic numerals, each chord may be designated by 
means of a symbol (somewhat resembling the symbols used in Chemis- 
try), placed below the bass-note. The saving in time and space will be 
readily seen from one or two examples, thus : 
SvHBOL. Signification. 



V7I The first inverdon of the d< 



The second inversion of the tonic minor common cbord. 

XIV70 The diminished seventh on the chromatically raised 

suhdominant. 

Suspensions, and in fiict every chord employed in music, may also 

be represented. In no case, it may be said, is the generally accepted 

systam of figures (employed for the fig^ured bass), tampered with. 
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In this symbol system, which is explained in Appendix 1, the first 
six notes of the scale are represented by the first six Roman numerals, 
the Leadini; note, however, is represented by the letter L, in order that 
the attention of the student may more readily be directed to the 
characteristics of this notej which not only has, as a rule, a fixed pro. 
gression, but which, unlike the other notes of the major scale, is never 
the root of a diatonic common chord, andnever the tonic of an attend- 
ant key. The minor seventh in the minor scale will be known aa the 
subtonic, in preference to the somewhat awkward expression, "flattened 
leading-note," and is represented by the Roman numeral VII. This 
system, it is hoped, will supply a long-'felt Want, for inatead of regarding 
the analysis of chords as a somewhat irksome task, the earnest student 
it has been found, takes a delig'ht in trying to discover the correct 
symbols for the various chords as they occur in an exercise. 

Another feature of this work, to which the author would draw 
attention, ia the theory of the best treble note. In certain chords, such 
as the rixtb on the subdominant, the cadential ^, the second inversion 
of the dominant seventh, etc., one note in particular is often prefer- 
able in the treble, and this note has been pointed out in every instance. 
In no case, however, is the treble note for the^rst chord of an exercise 
suggested by the use of a figure below the bass note ; a plan which, 
while frequently adopted in text books, savors, in the opinion of the 
author, of mistaken kindness. Before commencing to work a figured 
bass the student will do well to jot in here and there, wherever posi^ble, 
the best treble notes, especially at the cadences ; these wilt not only 
beconte stepping- status, as it were, and so prevent that aimless groping: 
in the dark, so common with beginners, bul will also, as a rule, ensure 
an interfiling mrlody, a feature often lacking in an otherwise correct 



The leadidff and dimitushed seventh cbordi are treated as being 
derived, respectively, from the dominant major and minor ninth chords, 
by tht omission of the dominant, but in neither case is the chord called 
the first inversion of the dominant ninth ; the student being taught that 
in the last named chord the dominant is almays pre.sent, while in the 
chords of the seventh on the leading note the dominant is neinir present. 
A distinction is thus made where a difference, if perhaps only a slight 
one, cert^nly seems to exist 

In the treatment of tnlpcDBlMlt the author teaches that the concord 
i*fht suspended note, the discard beingf the suspending no^.e:; for it Is the 
r which there is suspense while the discard is being heard. 
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Thus, in the suspension 9 to 8, the ninth is the suspending- note, and the 
octave the suspended note, the ninth and the octave tt^ether, of course, 
constituting- the suspension. Suspensions are also taught as being of two 
kinds, riling and Jailing, so that the term 'retardation ' is unnecessary 
in this connection i a suspension is always regarded as falling unless the 
word rising is used, in the same way that a scale is always regarded as 
Yxa'og major unless the word minor is used. The term ' retardation ' is 
employed for the so-called 'driving notes,' and is considered in con- 
junction mtb the 'anticipation,' of which it may be regarded as the 



Secondary sereaths are treated under ths heading of fundamtntal 
discords; a fundamental discord being regarded as a discord derived from 
a fundamental note or root. Thus, the chord at a, Ex. 1. 
Ex. 1, in thekey of C, lathe supertonic seventh, II7; ' (^\ n,\ 

in the key of B-flat this same chord would be the —9 — ~ — n~^~tl 
mediant seventh, III7. The chromatic chord aXb, in ^\ S~|| Vtt H 
t)\e)Lej o(C,is\iie primary seventh on the superlimic, t) " " 

II + 7. In each case the root is the same, viz. D. The seventh on the 
dominant, though regarded as a primary seventh, is always called a 
dominant seventh. 

Much attention has also been devoted to the subject of luumonic 
pfOgjesuoiia. The best progressions both to and from the various 
chords, as they severally occur, are considered in every instance, so that 
the student may learn to write short passages, introducing given chords; 
ability to do which is now necessary in theoretical examinations. 

The line of contioiution is used to indicate the retention of one or 
more notes from the preceding chord ; this, the original meaning of the 
term, avoids all contusion, and avoids also the necessity of adding a 
mark (of any kind whatever) to the bass-note of a common chord. 

The illustrations throughout this work have been given in the keys 
of C major and either A or C minor, but they should in every case be 
transposed into other keys, and the more important examples should be 
committed to memory. 

No illustrations from the compositions of the great masters have been 
included, for though of considerable interest to the true musician, it is a 
question whether such examples are really of any benefit to the student. 
Speaking generally, it may be said, that for every example chosen to 
prove a rule, another example could probably be found, possibly in the 
worics of the same composer, which might be quoted to disprove the 
mle ; indeed, to furnish adequate illustrations, with exceptions, and 
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Explanations, a work on harmony would becgoie an extremely bulk)' 
volume, far exceeding both the intentiona of the. author and the limita 
of the present work. 

In order to avoid unwieldly dimensions,' this treatUs has been 
divided into three parts, the contents of which may be summarised as 

Part I. The major and minor diatonic scales, iutervaJs, the com. 
mon chord and its inver^ons, cadences, sequences, the 
dominant seventh, and natural modulation. 
Part II. Secondary sevenths, the dominant ninth with its derira- 
tives — the leading' and diminished sevenths, suspen- 
sions, auxiliary notes, and extraneous modulation. 
Part III. Chromatic concords and discords, enharmonic modulatioD, 
certain modilied chords, harmony in other than four 
parts, contrapuntal part writings, and the string' quartet 
No mention, it will be seen, is made in the above synopsis, of cltOfds 
of the eleventh and thirteenth. To this theory of 'Chord construction 
the author is altogether opposed, though at the same time fully appreci- 
ating the great work which Alfred Day, M. D. (18I0-1S49), the originator 
of the theory, accomplished for the advancement of the art, and fully 
recognizing also the strong support which it has received at the hands 
of many of the most eminent theoristst in England and America. 

Bach, to whom we are indebted for the establishment of eqDKl tom- 
perament, the very basis of all modem music, died practically a hundred 
years before the Day theory was promulgated. Moreover, to Beethoven, 
the acknowledged greatest musical genius the world has ever seen, 
this theory was absolutely unknown. The student, therefore, who 
would examine and study the works of the great classical masters, 
will find the Day theory, to say the least, unnecessary. Furthermore, 
it cannot so much as be assumed that the great composers wrote, even 
unconsciously, in accordance with this theory, for the notation 
of certain chords which occur in their works, v^r a 
is entirely at variance with this theory. The 
chord at a, Ex. 2, for instance, is disaUoTBtd, 
and when thus written, the D-sharp is said tc 
'incorrect notation employed for convenien< 
and should, it is claimed, be E-flat, as at A i the "j 
chord being, according to the Day theory, 
the dominant minor thirteenth, and the 
^otdtbeiag one attdthtsam* chord. . According to the theory ftdyocfttfd 
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by the author, the chords a.re net the same; that at a is the ^^ i.e. the 
dominant seventh mth the fifth augmented, in the key of C major ; while 
the chord at b is the 3 i.e. the dominant minor sixth and seventh, in 
the key of C minor. This chord, it may be said, will be explained in 
due course, and the name, which at first may appear somewhat Strang, 
will, it is felt, be justified by the explanation. 

Here then are two conflicting theories. In the one case, the two . 
chords are regarded as being the same, and the composer, whoever he 
be, that writes D-sharp, is wrong ; In the other, the clrards are 
different, with different symbols and names, in different lieys, and 
even possess, as will be shown below, different effects, while th^ com- 
poser may write whichever his fancy dictates. The fact that these chords 
are identically the same on the piano is no proof ■ahalever in favor of the 
Day theory, for this may also be said of the German form of the 
augmented sixth, which is identically the same on the piano as the dom- 
inant seventh ; and the same may also be said of the various enharmonic 
changes of the diminished seventh, but no incorrect notation is claimed 
for these chords. 

The difference in the mental effect of the chords at a and b, to which 
reference was made above, is due in part to the difference between G 
to D sharp, which is an augmented fifth, and G to E flat, which is a 
minor sixth ; in the latter case the interval is coTisonant, in the former, it 
is dissonant. This difference in effect will be readily appreciated if the 
natural resolutions of these chords, shown at a and b, Ex. 3, are played 
on the inano. The progression at g _ 
is tinged with_^^,that atJwith *-jji /-jj 

■ '"" ° Hi^iii 
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A veritable illu strati 
of musical antithesis. Now, effects 
such as these are as readily appre- 
ciated with the eye as with the ear 
by the true musician. Beethoven, 
it is well known, composed his 
greatest works whilst suffering from total deafness. He, with the eye 
alone, could appreciate the majestic harmonies of the 'Choral Symphony.' 
It is therefore hardly right to suppose that the great masters wrote one 
thing and intended another ; and it is hardly just to claim that they 
heedlessly or needlessly sacrificed correct notation for convenient 
notation. Examples of incorrect notation may perhaps occur occasion- 
ally, but they are very rare indeed in the works of the best composers ; 
even the well-known pre-cadential chord in the Andante of Beethoven's 
'Sonata appassionata ' (measure 6), in which the ccmsecutive fifths &re 
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bidden from the eye; only by the notation employed, can be explained, 
and tbe composer absolved from the sin of incorrect notation. 

It may be claimed that certiun chords can only be explained a% 
chords of the eleventh or thirteenth ; to this the author would lay a 
counter-claim, that such chorda do not exist in the works of Bach, of 
Beethoven, or indeed of any of the old masters ; for surely these great 
composers wrote in accordance with some theory, and it has been shown 
that this was noi tht Day theory. Furthermore, this theory is even more 
inadequate when applied to modem compositions ; for C-sharp is 
employed as freely as D-flat, D-sharp aa E-fiat, and G-sharp as A-Qat, . 
in the key of C major at the present day. The old cry of 'incorrect 
notation ' is no long;er plausible ; it is little short of aa insult to the g'ood . 
composer; and the day has now come ■vhea the Iheorisltnust be prepared 
to account for all such chromatic prOKresuOM- 

A modern author * of a valuable work on harmony, says that he 
bases his system "on the Diatonic, Chromatic and Enharmmiic scales, 
and ventures to prophesy that the Text-book of the future must and 
will follow some such plan, in order consistently to explain modem 
combinations, which, under the theoretical S3^tems at present in vog:ue, 
require a wrong application of the laws of acoustics, and a complex 
multiplication of roots." With these sentiments the author of the present 
work is in perfect accord, and the theory which he advances to meet 
these modem requirements will be propounded in Part III of this work- 
Here it will be shown that the complete key of C major, the materiel, so 
to say, at the command of the composer, may be obtained by the forma- 
tion of ft scries of primary ninths, commencing-, like the Day theory, 
irith the tonic as the original generator of the key ; this is followed by a 
primary ninth on the dominant, as the fifth of the tonic ; and this, by 
another on the supertonic, as the fifth of the dominant So far this is 
IB keeping ■Kith theDay theory. " The reason," to quote Dr. Day's own 
words, " why the tonic, dominant, and supertonic are chosen for roots, 
is because the harmonics in nature rise in the same manner; Rrst the 
harmonics of any given note, then those of its lillh or dominant, then 
those of the fifth of that dominant, being the second or supertonic of the 
original note. The reason," and to this the author would draw/of/icu/ar 
attention, "why the harmonics of the next fifth are not used Is, because 
that note itself is not a note of the diatonic scale, being a little too sharp 
(as tbe fifth of the supertonic), and can only be used as a part of a 
chromatic chord." The latter part of this quotation may be, and is, 

'Dr. Charla VincmC. author oF " Harmony, Diatonic and Chromatic." The thcorie* 
on the origin of the Chnxnatic dement in moifoTi mui*^ a^Brj.a**J in tt,> wu^mr^t vn*w 
differ conuderabty, boweier. from thiiae of Dr. Vincent 
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perfectly true from the standpoint of atcoasticsi bat acauiHcs and e^udi 
Umperamenl are by rmmearu ime ami tit tame thing. B-flat, for example, 
an the minor seventh of C, is also out of tune (again a little too sharp,) 
irith B flat the seventh harmonic of the generator C, nevertheless it 
is the oui-ef-iune note which is employed in equal temperament ; and 
again, even the major third of art is not ptrfecOy in tune with the 
major third of nature. 

Another, and an interesting illustration of this point vrill be seen in 
tile nujor Mid minor tones. The interval between the first and second 
degrees of the major scale, is a major tone, with the vibration ratio of 
8 to S, while the interval between the second and third degrees is a 
minor tone, irith the ratio of S to 10. Now the first and second degrees 
in the iiey of D, for example, are exactly the same, accarding to the laws 
of equal temperament, as the second and third degrees in the key of C i 
wherefore, if the note D has, say, 238 vibrations, then the note E, in the 
key of D, will have 324 vibrations, whereas in the key of C this selfsame 
note, E, will have only 320 vibrations. Theoretically this is a fact, 
practically it is absurd. The difference between theory and practice in 
this and in similar instances, may be explained on the grounds, that thfl 
demands of eqaality in art have neceuitated the sacrifice of Inequality 
In science. Even supposing that the violinist and the vocalist can 
exemplify the difference between the major and the minor tone, the 
effect would not be in accordance with the principles upon which the 
modem major diatonic scale is constructed ) for the fundamental 
principle of this construction is eqnalitj, the octave being divided into 
twelve mathematically equal semitooea. 

In the old meantooe, or unequal temperament system, the semitones 
vere net ail equal, viWii the result that certain keys, called "wolves," 
could not be employed at all; when, therefore, the ' Wohltemperirtes 
Klaviei', in which there are preludes and fugues in every key, made 
its appearance, the old system gradually passed away, and equal tem- 
perament became, and has since remained, the dcfioitelr Utabliahed 
Bjatem. 

Returning now to the point in question, unce all the semitones are 
exactly equal, it follows that all the perfect fifths will also be equal, and 
equal in every respect, for it is upon this very principle that the modem 
system of scale construction is based, every new scale being the exact 
counterpart of the last, exact in every particular except that of pitch 
alone. It will, therefore, be seen that the fifth of the supertonic, which 
Dr. Day states is "a little too sharp," cannot be the same note as that 
which is employed for the submediaot in the modem major scale, all Ih4 
^tht in •ahich art equal. 
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It was then this very question of perfect equality which prorapted 
the Author to continue the series of primary ninths from the point mt 
which Dr. Day ends. For, since the fifths are all equal, the submediant 
vrill be in the same relation to the supertonic as the supertonic ia to the 
dominant, and as the dominant is to the tonic. Having, theiWfore, 
formed chords of the primaiy minor ninth upon the tonic, the dominant 
and the supertonic, Iht aabntt^MBt is taien/er the next chord, after which 
the mediant is taken, and finally the leading^ aote ; finally, because the 
perfect fifth above the leading- note can never form part of a diatonic 
scale. A series of chords is thus obtained, the natural evolution of 
which, from the original tonic as a generator, will be seen in the follow- 
ing: example :— 
Ex. 4. 
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The whole notes in the above example are the roots of the succes- 
sive chords ; the quarter notes, in each case, form a chord of the dim- 
inished seventh. These chords, it will be seen, extend over a compass 
of exactly four octaves, commencing' and ending on the tonic of the key. 

A icate may now be formed from the notes comprised by these 
chords, a scale which the author believes will meet all the requirements 
of the modem composer, a scale containing not only the diatonic and 
Ihe chromatic, but also the enharmonic element, and which may there- 
fore be termed 

Ex. 6. The Modern Enharmonic Scale of C. 



The half notes in the above example are the diatonic notes of the 
scale ; the quarter notes are chromatic, and are called the perfect cbro- 
nuitica, being diatonic to the attendant keys they are never enharmoni- 
cally changed i the eighth notes are called the imperfect chromatic! 
and may be employed in either form. 

If this scale then is taken as the basis for all the pos^ble chords in 
the key of C major, three important new triads, viz., A major, E major 

Google 



and B major, besides othera, are added to the already accepted chromatic 
concords. These, it will be seen, are the dominant triads of the three 
attendant minor keys, and by their acceptance the whole family ol 
attendant keys becomes even more closely united with the oh^fina) 
tonic key than heretofore. By the addition of these triads, tog'ether 
with tbeir sevenths and ninths, a theory of hiLrmooj is obtained by 
which tvtry thord in the works of the great composers can be Jmtified. 
Furthermore, the modem composer will Rnd at his command a major 
triad on every semitonal degiree of the key, except alone on F-sharp 
(or G-flal), which, having no note common to the diatonic scale, is 
naturally altog^ether foreign to the key. At the same time, aeero- 
ingij boundleu poasibilitiH in the realro of tone color are pre- 
sented to the composer, possitnlities which indeed may Hmn- i<»Aaiiifni 
so long as the art. of music is based upon these very principles of equal 
temperafflcnt 

The chief defects of the Day theory may be briefly summarized as 
follows : — 

(1) It was altogether unknoun to the great classical masters of the 
Bach to Beethoven period (and even later) ) indeed, it frequently 
happens that chords employed by these composers cannot be explained 
by the Day theory, in which case the chords are said to be written in 
Falsi flotation. 

(2) The compound intervals of the eleventh and thirteenth being 
represented in figured basses by their simfll forms— the fourth and 
sixth, the names 'dominant fourth and dominant sixth ' are just as 
applicable and quite as justifiable as the names 'dominant eleventh and 
thirteenth.' 

(3) These names, furthermore, are very indefinite. Dr. Day 
furnishes thirty-tiao different examples of the use of the dominant 
eleventh, and as many as uvinty different examples of the use of the 
dominant thirteenth. 

(4) The theory completely overthrows the generally accepted theory 
of rooti, and, consequently, root prt^^reisioas, for any diatonic triad or 
chord of the' seventh may be regarded as an incompUti form of the 
dominant thirteenth. 

(6) The harmonic form of the chromatic scale being the basis of 
this theory, and this scale being derivable from the chords of the tiitttk 
on the tonic, dominant and supertonic, nothing ii gainid by adding the 
eleventh and thirteenth to these generators. 

(6) It ia founded (as has been shown above) upon a false estimate of 
the true significance of equal tempercmeat, in which, for the purpose 
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of enhannonic cbang^es, all tbe semitones — whether diatonic or chro- 
matic—must be regarded as being abtoluttly tqual, 

(7) Fioall]', when applied to tbe works of the great modem com- 
posers — Wagner, and his contemporaries and successors, this theory 
tigHatly /aih, for, in the chromatic extension of the modes now in vogue, 
A primary seventh, (to mention one chord alone) may be employed not 
only upon the tonic, the dominant and tbe supertonic— as advocated by 
Dr. Day — but also upon all iht lUgrttt of the major scale. 

The various theories of harmony, however, after all is said and done, 
may well be likened to the different paths up mount Parnassus. Tbe 
originator of a theory is simply the discoverer of a new path, tbe teacher 
is the guide, and the student is tbe pilgrim. To reach the summit is the 
object of all. Are we not but too frequently prone to believe that tbe 
path we ourselves trod is tbe only path ? Hay not the pilgrim occasion- 
ally take another path 7 Should not the guide be acquainteil with every 
path? Is it not tbe part of the discoverer to find, if possible, the 
smoothest path, to remove obstructions and to grade the road where 
necessary, and thus to prepare a way which from bis heart he feels will 
be welcomed by all ? A path of joy to the guide, a path of comfort to 
tbe [Higrim. 

To all bis pupils, past as well as present, the author dedicates this 
work ; and ifit be the means of elevating tbeir musical taste, or the 
means of arousing a keener desire for, and a better appreciation of, the 
higher types of music, or the means oi leading them into the realm of 
composition, when perhaps they may add something, if only a small 
contribution, to that wealth of music of which we are already tbe happy 
possessors, then indeed will he feel repaid, and amply repaid, for tbe 
time and labor spent upon the same. 

To his friend and pupil, Mr. Edmund Hardy, Mus. Rac, for valuable 
assistance in reading proofs, the aclcnowledgments of the author are 
due, and are cordially tendered. 
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A TREATISE ON HARMONY 



INTRODUCTION. 

IHE period at which Harmony first began to be an 
important factor in music appears to have been about 
the end of the sixteenth century, being contenapora- 
neous with the establishment of the modern diatonic scales, 
with the gradual development of Form in musical composition, 
and with the rise of the opera and oratorio, all of which arc the 
direct results of the Renaissance, the period therefore in which 
modern music had its birth. 

Prior to this period, all music was composed on a basis 
of Counterpoint Counterpoint was, and is, the art of combin- 
ing two or more melodies The first school of contrapuntal 
composers arose in the fourteenth century, and before this era 
Harmony, as we understand it, did not exist. 

In Harmony, music is regarded from the perpendicular 
point of view; in Counterpoint, from the horizontal. The 
highest types of modern classical music may be said to be built 
upon a union of Harmony and Counterpoint, 

From the commencement of the 1 7th to the middle of the 
18th century considerable advance was made in the art of 
music generally. Scarcely a chord, indeed, exists at the present 
day which is not to be found in the works of J. S. Bach (1685- 
1750), and G. F. Handel (1685-1759). To Bach is due the 
consummation of the contrapuntal style of composition. 
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About the year 1750, and in a great measure due to the 
influence of Bach, equal temperament gradually came into use, 
faking the place of the old mean-tone, or unequal system of 
tuning. The pianoforte (the most important, perhaps, of all 
musical instruments) now began to become popular; the mod- 
ern orchestra, also, was established about this time, while the 
Sonata and Symphony (the highest types of musical composition) 
were brought to perfection at the hands of Haydn (1732-1809), 
Mozart (1756-1791), and Beethoven, {1770-1827). 

Since the death of Beethoven, who is generally regarded 
as the greatest musical genius the world has ever seen, no 
material advance has been made in the science of Harmony. 
Modern composers are indebted for any originality in their 
harmonies almost entirely to the employment of discords formed 
either by the use of auxiliary notes, or by the introduction of 
the chromatic element. In the matter of harmonic pro- 
gressions, it is a question whether any advance has been made 
upon the masterpieces of the great composers, or indeed 
whether any advance can be made, as long as the division 
of the octave is based upon equal temperament. 

The theory of music, it may here be said, comprises the 
following subjects; the Rudiments of music. Harmony in all its 
branches, Form in composition, Counterpoint (simple and 
double), Canon and Fugue, Orchestration, Acoustics as applied 
to music, a critical knowledge of the greatest musical works, 
and the general History of the art of music. This course of 
study will occupy the attention of the average student for a 
period of at least three years, after which he will begin to learn 
how little he really knows; for having climbed to the summit 
of one hill, he will find, rising in all directions, higher and 
higher still, the summits of other hills — summits which were 
hidden from view when he was in the vale below. Thus it was 
with Beethoven, who at the zenith of his career, exclaimed^ 
" I have not studied enough." 
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The subject of Harmony, for the purposes of study, may 
be divided into the following branches : — 

I. Introductory. The major and minor diatonic 

scales, and intervals. 

II. Thk Common Chord. Harmonic progressions, caden- 

ces and sequences. 

III. FuNDAUBNTAL DiscoRDS. The dominant seventh, modn- 

tion, secondary sevenths, 
major and minor ninths and 
their derivatives. 

IV. SusPKHSiONS. Single, double and triple, both 

rising and falling. 

V. AoxiLiARv Notes. Modified chords, pedals and 

arpeggios. 

VI. Chrouatic Chords. Triads, primary sevenths and 

ninths, and chromatically 
changed notes. 
In addition to the above, wherein the subject is nsually 
treated from the four-part vocal standpoint, the following fea- 
tures, also, will be considered in the present work : — 
Harmony for more or less than four voices, 
Harmony in its relation to counterpoint, and 
Harmony for instruments, especially the string quartet 
It is very important for the student to possess a good 
general knowledge of all that appertains to the rudiments of 
music before commencing the study of harmony. A thorough 
knowledge of the diatonic scales and of intervals being especi- 
ally imporunt, these subjects will be treated of in the first three 
chapters. The scales, indeed, are the very alphabet of the 
language of music; for, just as letters arc put together to form 
words, words to form sentences, and sentences to form a poem, 
•o, in music, notes are put togetlier to form chords, chords to 
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form periods, and periods to form the 'song without words.' 
In the scale, one note at a time is considered, each note 
having its own technical namej in the interval, two notes at 
9 time are considered, the effect being either consonant or 
dissonant ; while, in the chord, three or more notes at a time 
are considered, the combined effect being either a concord 
or a discord. 

Such questions as the value of notes and rests, the mean- 
ing of the great stave, the various clefs and their use, the value 
of the measure (including time and accent), and the significance 
of the musical terms and signs in ordinary use, belong to the 
subject of rudiments, and it would be out of place to treat ol 
thehi in the present work. Let the student not fail to have a 
perfect mastery over alt these matters before commencing to 
study chapter IV; for, sooner or later, he will learn that the 
harmonic structure which he is about to erect requires, like 
architectural structure, a firm and solid foundation. 

Furthermore, it is most desirable that the student should 
possess some knowledge of piano-forte playing and sight-sing- 
ing ; if, indeed, it only is sufBcient to sing the melodies, and to 
play the progressions, contained in his exercises; for an intelli- 
gent appreciation of everything he writes is indispensable. He 
should also learn that music may be appreciated through the 
medium of the eye, as well as through that of the ear. This 
faculty of reading music with the understanding, as one would 
read a book, is not a property appertaining to genius alone; it 
is rather a property appertaining to talent, and talent is the 
reward of perseverance and an aptitude for work. In order to 
acquire this faculty, let the student, in the first place, try to 
imagine the effect of each progression, and here the sight- 
singing will be found invaluable, and in the second place, let 
him test the accuracy of his conclusions, and this may be done 
by means of the piano. If this plan be conscientiously adopted, 
he will, in due course, b« able to ite the effect of a passage 
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without singing over the parts, and without making use of the 
piano at all; for, in the imagination, every chord may be played, 
every melody sung, and the full intent of every progression 
perceived and appreciated. 

The student, moreover, is strongly advised, in working 
exercises, to give to each chord as it occurs its proper technical 
name, and to write under the bass-note the symbol employed to 
represent the chord. It is not sufficient to call a chord by its 
alphabetical name alone. The common chord of C, for ex- 
ample, in the key of C, differs altogether in effect from the 
common chord of C in the key of F (major or minor), and from 
the same chord in the key of G, or in the key of E minor; but 
the alphabetical Dame is the same in all these cases. The 
character of a chord depends entirely upon the key in which 
it occurs. Now, by the employment of technical names, for 
which symbols may if preferred be substituted, the apparently 
complicated functions of chords are reduced to a remarkable 
degree of simplicity, as there is but one set of technical names 
and these, with certain modifications, serve the purpose for 
every key, major or minor. 

In conclusion, let it be said, and it cannot be too strongly 
emphasized, that the faculty of ' tonal vision,' if such a term 
may be employed, or, ' hearing with the eye,' as it is frequently 
called, must in any case and at all costs be acquired before the 
student can entertain the hope of ultimate success in the realm 
of Harmony. 
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THE MAJOR DIATONIC SCALE. 

I. A musical sound is the result of regular victims in the 
airj irregular vibrations result in what is commonly called 
noise. Every musical sound possesses three characteristics t 

Pitch, the acuteness or gravity of the sound; 

Force, its degree of loudness ; and 

Quality, which depends upon the source of the sound. 

The sound known as 'ilitddle C' is regarded as the 
^—tk^dard of piUk in music. 

It is called middle C on account of the central position 
which the note, employed to represent this sound, occupies in 
the great stave. 



Middle C, may be said to be the starting point in the study 
of Harmony 

The difference in piUk between two musical sounds is 
called an interval. Intervals are measured by semi-tones \ 
a semi-tone, i.e., a half-tone, being the smallest difference between 
any two sounds in music. A semi-tone is therefore known as 
the unit of measurement. 
/ "-' " a. A succession of sounds ascending {or descending) regu- 
larly is called a scale (Lat. seala, a ladder). There are two 
kinds of scales used in music, the Diatonic (Gr. dia, through, 
and tcncs, a tone or sound), and the Cliromatlc (Gi. chroma^ 
coloui) 
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/ The construction of the chromatic scale, which consists of «emi- 

tcoea only, vnll be considered in a later chapter. 
^' Of the diatonic scale, in which both tones and semi-tones 
^'occnr, there are two kinds — the Major and the Minor. 

The minor scale will be considered in chapter III, a Icnowledge of 
intervals being necessary in order to understand itsj:onstniction. 

'/ Another kind of scale known as the^n harmonic Should 
also be mentioned ; it can be played on instruments of the vio- 
lin character, and can also be sung by the voice. In this scale, 
the sounds are chur together than a semi-tone; it is, therefore, 
not used in Harmony. The term enharmonic, at the present 
day, is exclusively used for a change in the name of a note, such 
as C sharp to D flat, there being no change of pitch whatever. 

The terrakey is employed to represent the notes of a dia- 
tonic scale taken collectively. This term, however, has really 
a wider significance, for it comprises also certain chromatic 
notes. 

3. A diatonic scale is named after the note on which it 
commences, and this note is called this key-note.^ Any sound 
in music may be taken as a key-note. There are seven diffeient 
notes, each with a distinctive letter name, in a scale ; to these 
the octave of the key-note is invariably added to complete the 
effect. Each note or step is also called a degree. 

' In a major scale the semi-tones occur between the third 
and fourth, and between the teventh and eighth degrees; all 
the other spaces being tones. 
/; ' Middle C is taken as the key-note for the first scale, which 
is therefore called the scale of C major, or simply, the scale 
of C, the word major being understood. It is also called the 
natural, and sometimes, the normal scale. 
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'Tbt semi-tones, occur between £ and F, and between B 
and C. These are known as diatoiik semi-tones, to distinguish 
them from the chromatic semi-tone, which is expressed by the 
use of one letter only, as, for instance, C to C sharp, 

Musical notation'somewhat fails, it will be seen, to indicate 
the difference between the tones and semi-tones ; all the notes in 
. the above scale being apparently equidistant. The construction 
of a scale may be exactly represented in the form of a ladder. 
In the accompanying diagram the . . 

rounds of the [adder are of two * f ' I ^ 

kinds, the broad lines represent 7 I " '\ B 

the notes of the major scale, show- I -. I 

ing the position and the relative I I j^ 

size of each tone and semi-tone; I — 1 

while the thin dotted hnes indicate S I I O 

the notes which exist between the 1 1 

degrees that are a tone apart ; if ^ I I _ 

the scale of C is played on the _ I I _ 

piano, these notes will be the blacfc f I 

keys. ^ / 1 B 

4. A major scale is divisible I I 

into two equal^arts, of four notes f '" J 

each, calle(jje trach o ra^XGr. Mra, ' ■ ^ 

four, and cAorde, a string or note). These tetrachords are of 
exactly similar construction, the semi-tones occurring between 
the third and fourth degrees in each case, the other spaces 
being tones. 

Lower Upper 

Tetrachonil. , Tetrachord. 

The positions of the semi-tones are indicated by slurs. 
In the above example the tetrachords are said to birfw— 
funct. When the last note of one tetrachord becp mes the firgt 
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of the next, the tetrachords are said to h^^njunciZ If a scale 
is extended for two or more octaves, the successive tetrachords 
will occur disjunctly and conjunctly, alteraately, throughout. 

Although any alphabetical group of four notes may be 
called a tetrachord, yet this term in modern music invariably 
signifies a tetrachord in which the notes occur in the above 
order, namely, ion^, tone and semi-tone. 

5. '\\\.^ principal use of the tetrachord is in connection with 
the formation of now scales. A new scale may be formed by 
taking either of the tetrachords in the scale of C, and adding 
a new tetrachord to it. The new tetrachord will, in every case, 
necessitate the use of an accidental, in order that the semi-tone 
may occur in the right place; otherwise the scale would still be 
in the key of C. 

/ The upper tetrachord in the scale of C may be taken to 
form the lower tetrachord in the scale of G ; and in order that 
the new upper tetrachord shall be properly constructed, it will be 
necessary for the F to be made sharp. 




F sharp, now being ai 

is placed immediately after the clef signature, and 1 ^~ ■ 

becomes known as the key signature, thereby %. 
indicating that every F in the key is to be sharpened. 

The upper tetrachord in the scale of G may next be taken 
to form the lower tetrachord in the scale of D, and in adding 
the new upper tetrachord the C will now have to be made 
sharp. The key signature in this case will therefore contain 
two sharps. 

In like manner, by taking the upper tetrachord of each 
successive new scale, the scales of A, with three sharps; E, 
with four ; B, with five ; F sharp, with six \ and finally, C 
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sharp, with seven sharps, may severally be forme*! The above 
scales, except C (the natural scale), are known as the 'j^«f^' 
scales. 

6, The Itntier tetrachord in the scale of C may be taken to 
form the ufper tetrachord in the scale of F; and in order that 
the new lower tetrachord shall be properly constructed, it will be 
necessary for the B to be made _/?<»/. 




B flat, now being an integral part of the scale, '• 

is placed in the signature. 

The lower tetrachord in the scale of F may next be taken 
to form the upper tetrachord in the scale of B flat, and in 
adding the new lower tetrachord the E will now have to be 
made flat. The key signature will therefore contain two flats, 

I In like manner by taking the lower tetrachord of each suc- 
cessive new scale, the scales of E flat, with three flats; A flat, 
with four; D flat, with five; G flat, with six; and finally, C 
flat, with seven flats, may severally be formed. These are 
known as the '■flat' scales. 

7. The following tables show the signatures of all the 
sharp and flat keys: — 
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It will be seen that the relative positions of the sharps and 
flats are invariably the same in both the treble and bass staves. 
This acconnts for the upper G having been chosen as the third 
sharp in the treble for the key of A ; also for the lower F as the 
last flat in the key of C flat. 

The signatures of C sharp and C flat, especially, should be 
committed to memory, for they respectively contain the signa- 
tures of all the other sharp and flat scales. The signature of 
the key of E, for example, will be seen if the last three sharps 
are taken aWay from the signature of C sharp ; and the signa- 
ture of E flat will be seen if the last four flats are taken away 
from the signature of C flat. 

These signatures, C sharp and C flat, when employed for 
the alto and tenor clefs, are written as follows: 




The key of C sharp is rarely employed in music, its place being 
Uken bythe key of D flat (with five flats), which is identically the same 
key. The same may also be said of the key of C flat, which is 
identicaUy the same as the key of B (with five sharps). When two 
scales are the same in pitch, but different in name, they are said to be 
'enharmonic equivalents.' 

8. The tetrachordal system of scale construction may {if 
desired) be continued beyond ik\.t scales of C sharp and C flat. 
The next scale after C sharp would be G sharp, with eight 
sharps, (one double and six single sharps) ; after which would 
come D sharp, with nine sharps; and then A sharp, with ten; 
and finally E sharp, with eleven ; for the next scale, B sharp, 
is identically the same as the scale of C. In like manner the flat 
scales might be continued as far as A double flat; the next 
scale, D double flat, being also identically the same as the scale 
ofC 
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The following diagram illustrates the cyclical system apon 
which the scales are constructed. 




In the above diagrsni, the sharp scales are on the outer side, and 
the flat scales on the inner side, pf the circle. 

By means of the tetrachords a close degree of relationship 
may be said to exist between any given scale and the scales 
which immediately ptecede and fdUom it; these scales are, 
therefor^, said to be related to the given scale, and aie called 
attendant scales. 

The scale of C is called the first scale, simply because it is 
the first to be considered ; for in the theory of scale construc- 
tion there is no first scale, any more than there is a beginning 
to a circle. 

9. Each degree of the scale has a technical name, by the 
Ube of which reference may be made to the functions of any 
pven note, irrespective of its alphabetical name, and r«||Bidtes| 
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of the pitch of the key. For convenience in writing, these 
technical names may be represented by symioli. The technical 
names ioi the degrees of the typical scale of C, together with 
their symbols, are given in the following table, which should 
be read upwards. 



DEGREE. ' 


SCALE OF C. 


TECHNICAL NAME. 


SYMBOL. 


7 th. 


B 


Leading-note. 


L 


6th. 


A 


Subraedi^t. 


VI 


5th. 


G 


Dominant. 


V 


4th. 


F 


Subdomiuant. 


IV 


3rd. 


E 


Mediant. 


III 


and. 


D 


Supertonic 


II 


,ISt. 


C 


Tonic. 


I 



!, sound ; Gr. toTios, strength) is tbe tone-note of 



The Tonic {Lat. / 
the key. 

Supertonic implies the note abovt the tonic. 

The Mediant (Lat. medium, middle) is the note midway between the 
tonic and the dominant, the two most important notes of the key. 

Subdomlnant naturally implies the note below the dominant, but a 
deeper meaning is possible, namely, that it is the under-dominant, 
or the filth below the tonic, and therefore the key-note of tbe 
preceding- scale. 
'The Dominant (Lat daminus, lord or ruler) is tbe note next in import- 
ance to the tonic, this is due to its position aa the first note of the 
upper tetrachord, and therefore tbe key-note of the succeeding 

Submediant signifies the third below the tonic, just as the mediant is 
tbe third above ; or it may be regarded as tbe note midway 
between the tonic and the aubdominant 
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The Leadings-note (A. Sax, Itudart, to lead or go) is bo tenned from tba , 
strong teodency of this note to rise to the tonic. In French it is 
appropriately known as La note sensible, the sen^tive DOte. The 
symbol L is employed for this note, instead of VII, as might have 
been expected, because, in the first place, it is easier to write i 
and, in the second place, because a distinctive symbol more 
readily directs attention to the characteristics of this note, which, 
(it may here be saXA, ) not only has, as a rule, a fixed progression, 
but which, unlike the other notes of the major scale, is never the 
root of a diatonic common chord, and never the tonic of an 
attendant key. 



SUMMARY. 
5 I. The characteristics of a musical sound. 

Middle C the standard of pitch. Definitiou of semitone, 
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EXERCISES. 

I. State the characteristics of a musical sound. 

1. Define and compare the terms, Diatonic, Chromatic, 
and Enharmonic, as employed in connection with the scales, 

3. Explain the use of the tetrachord, and show that any 
major scale may be formed by tetrachordal construction from 
its attendant scales. 

4. Write the major scales, the signatures of which are : 



5. Write on the treble stave, the scale of £ Major; and on 
the bass stave the scale of A flat major; and mark, with a slur, 
the position of the semi-tones in each. 

6. Give the meaning of the terras. Tonic, Mediant, Domi- 
nant and Leading-note; and state why the Submediant is so 
called. 

7. Give the technical name of the note A, when it occurs 
in the keys of G, B flat, E, D flat, F sharp and C flat. 

8. Name the tonic of the scale of which the dominant is: 



then write this scale, and write also the enharmonic equivalent 
of this scale; and in each case mark, with a slur, the tetra- 
cbords. 

9. By the employment of sharps and flats where necessary, 
convert the following passages into major scales, the first note 
in each case to be the tonic,. 
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lo. Correct the following key signatures : — 
(a) (*) (c) id) ie) 




. Write the key signatures of the scales of which the key- 

12. Name the Scales in which the following intervals occur: 

<•) (») («) _W (') (/■) 



i,3- 



iB-l^g^l 



13. Name (a) the subdominant and (d) the leading-note in 
the keys of D, B flat, E, A flat, F sharp and G flat. 

14. Write over each of the notes ja the following passage 

the symbol indicating its technical name. 

1 5. Name the key in which the following passage is written, 
and re-write it, omitting the flats and employing the correct key 
signature; also insert the symbols. 



^^We^'iE^^^^^I'^M: 



16. Add the necessary clefs and accidentals (but no key 
signature) to convert the following melody into (a) the key of 
B, and (i) the key of D flat. 



i^l^iiiUlii^ 



^^^^^^m 
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CHAPTER II. 

INTERVALS. 

10. The terms major (greater) and minor (less), as applied 
to the diatonic scales, require some explanation, for it must not 
b& supposed that by their use it is intended to imply that one 
scale is greater than another. These terms refer to the interval 
which exists between the key-note and the third degree, or, to 
use the technical names, the tonic and the mediant of the scale. 
In former times the scale of A minor, for example, was known 
as ' the scale of A with the lesser third,' a designation more 
definite, perhaps, but certainly less convenient than that which 
obtains at the present day. Some knowledge of intervals is 
therefore necessary before the construction of the minor scale 
can be thoroughly understood. 

By an interval is understood the difference in pitch between 
two musical sounds. 

11. Intervals, like the lines of the stave and, as will be 
seen later, the notes of a chord, are always reckoned upwardt 
unless the contrary is expressly stated. 

An interval is measated by the numier o/ semitones vhich 



Every interval has both & particular and a general naxat; 
the latter being an ordinal number, signifying the number of 
degrees, or letters, concerned; the former being a qualifying 
name, dependent upon the number of semi-tones concerned. 

The unison (LaL unus sonus, one sound,) or prime, though 
not actually an interval is considered as such for convenience 
in classification. 

The intervals which exist between the tonic of a major 
scale, as the lower sound, and any degree in that scale, u the 
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18 tNTBKVALS. 

npper, are tenned NOTtnal- The normal intervals in the scale 
of C, with their respective names, and the number of semi-tones 
contained in each, are as follows : 

Major H&joi; Perfect 

Unison second. third. fourth. 



Thia example should be committed lo memory i it will be found 
valuable as tbe basis for the calculation of all intervals. 

The term major implies that a minor interval of the same 
order exists, A minor interval is always a semi-lone less than 
a major The term perfect will be explained, and its use 
justified, in due cotu'se. The term oelave signifies, and is 
invariably used instead of its numerical equivalent, an eighth. 
/\ An interval is satd to be diatonic when both notes forpa 
i part of any major diatonic scale ; when otherwise, the interval 
I ia/said to be chromatic. 

Intervals less than, and including, an octave are termed 
simple ; greater than an octave, compound. 

13. A major scale, two octaves in extent, contains every 
simple diatonic interval in that key. 



All the seconds, thirds, sixths and sevenths, in the above 
passage arc either major cr minor. The name of any given 
interval may be discovered, first by determining the numbei of 
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letters concerned, and then either by counting the number of 
semi-tones it contains, which is generally best for smaller inter- 
vals, or applying, what may be termed, the ' normal test,' which 
is certainly best for the larger intervals. For example, the 
interval E to G is a minor third ; for since there are three letters 
concerned, viz., E, F and G, it is a third; and since the inter- 
val contains three semi-tones, it is minor. Or, to apply the 
normal test, if E is regarded as a tonic, the key will be E with 
four sharps, and since the normal or major third is G sharp, E 
to G natural, being a semi-tone less, will be minor. The inter- 
val F to D is a major sixth, foi there are six letters concerned, 
and F to D is normal ia the key of F. The interval B to A is 
a minor sevtnih, for, in the key of B (with five sharps)^ the 
normal (or major) seventh is A sharp. 

All the fourths in the above example are normal in their 
respective keys, and therefore ^r/fe:/ in the key of C,- except 
alone F to B, which, being a semi-tone greater than perfect, is 
said to be augmented; likewise all the fifths a.^^ perfect, except 
B to F, which, being a semi-tone less than perfect, is said to be 
diminished. 

The augmented fourth, which occurs onlj' upon the subdominant of 
the key, was formerly known as, and ia still often called, the Tritone, 
(Lot. THlonus, three-toned). It has also been called the Extreme, Sharp, 
Sttperfitiotts, and Pluperfect fourth. The diminished Hfth has also been 
cal ed the False, Flat, and Imperfect fiAh. The above names, however, 
are by no means in ordinary use ; in fact, they are rapidly becoming' 
altogether obsolete. 

13. By employing the signs, + for major, - for minor, 
X for augmented, and o for diminished, the names of intervals 
may, for convenience in writing, be represented by symbols. 
Thus, for example : 

>+ indicates a major second; 

3 - " a minor third j 

4x " an augmented fourth; 

go " a diminished fifth. 
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The sign + may be regarded as representing normal intef- 
vals generally, so that vhen employed in conjunction with 
either 4 or 5, it would indicate a perfect interval. This sign 
may often be omitted altogether, being taken for granted, 
especially when referring to perfect intervals; just as the scale 
of C major is often called the scale of C, the term major 
being understood. 

14. The following table comprises all the simple diatonic 
intervals; showing also the symbol employed for each interval, 
the number of semi-tones contained in each interval, and the 
frequency of occurrence of each interval in any major scale. 



NAME. 




NUMBER OF 


PRBQUBNCY UP 


OBNERAL. FARTTCULUt, 




SEMI-TONES. 


OCXi^URRENCB. 


Unison, Perfect, 


, 


jj 


Seven times. 


s-"^.SmL1": 


3 + 


1 


Twice. 

Five times. 


^'o. Sm™;: 


3- 


3 


Four times. 


3 + 


4 


Three times. 


--k. {^^,^. 


4 


5 


Six times. 


4X 


6 


Once. 


^"*. \vS£t" 


50 


6 


Once. 


S 


7 


Six limes. 


="'-. {m^. 


6- 


8 


Three times. 


6 + 


9 


Four times. 


s—'-.j^;;: 


7- 
7 + 




Five times. 
Twice. 


Octave, Perfect. 


8 


" 


Seven times. 



The student should commit to memory Ihe number of semi-toocB 
contained in each of the above intervals ( but the major and minor 
second, the major and minor third, and the perfect fourth should 
especially be remembered, as the larger intervals (should they be for. 
gotten) may readily be calculated from these. 
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The simple diatonic intervals in the key of C, the ocuve 
(and unison) excepted, together with their symbolSi are as 
follows : 



i^l 



WssM^^ 



■^^^^M^m^F^ 



1^1^=1^4112^ 




^^mm=^^^ 



The above example will enable tlie student lo gaug'e his ability in 
naming any intervals taken at random from the Ex. in § 12. 

15. Since the difference between major and minor inter- 
vals is a semi-tone, it follows that a major may be converted 
into a minor interval, either by lowering the upper note, or by 
raising the lower note, a fAn)ma/!(V»m(-/t)n«; and conversely, a 
minor may be changed to a major interval. Thus the majof 
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third at a, may be reduced in size a chromatic semi-tone, either 
as at b, or as at c. Care must be taken, in such cases, never to 
change the letter name of either note of the interval, for 
although the intervals at d and at e, are respectively the same 
on the piano as those at ^'and at c, yet not only do they differ 
in name (being seconds) but, as will be duly explained, they 
ii&n also in effed. 

The diatonic intervals above the given note C are as 
follows ; — 



^^^^^^^^^M^ 



So fi fi- 6+ ?~ 7-1- 8 

1 6. Theoretically speaking, all the major and perfect inter- 
vals may be augmented, by being increased a chromatic semi- 
tone ; and all the minor and perfect intervals may be diminished, 
by being decreased a chromatic semi-tone. Practically speak- 
ing, however, some of these intervals, notably the augmented 
third and the diminished sixth, contain exactly the same num- 
ber of semi-tones as a perfect interval, and for this reason arc 
not used in harmony. • Intervals so derived are almost invaria- 
bly chromatic; the augmented fourth and the diminished fifth, 
however, are ambigwus, for they are sometimes chromatic, and, 
as has already been seen, sometimes diatonic. 

j^' j""^** '*""^ °^ *''^" '"'^ intervals have occasionally been 
introduced into modem compositions by the employment of chromatic 
auxiliary notes, yet nevertheless they do not exist between the notes o( 
any or the accepted chords in hsroiony. 
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The chromatic intervals above the given note C are as 
follows : — 




The following example comprises all the simple intervals, 
both diatonic and chromatic, as employed in harmony above 
the given note C. 

Chromatic Diatonic Chromatic 



UniBOns.; 




o,,7< 1.1 Google 



IKTERVALS. 



17. Compound intervals have the same qualifying terms as 
their corresponding simple forms. Thus, the interval at a is a 
major ninth, or a compound major second ; at b, it is a minor 
tenth ; at f it is a perfect eleventh. With the exception of the 
ninth, however, compound intervals are almost invariably 
regarded as though they were simple intervals; the interval at b, 
being called a minor third, and that at c, a perfect fourth. 
{a) (6) (^1 






18. An interval is said to be inverted when the lower 
sound is placed above the upper, or vice versa. Perfect inter- 
vals when inverted remain perfect; major intervals change to 
minor, and minor to major; augmented intervals change to 
diminished, and diminished to augmented. The numerical 
name of an inverted interval may be found by subtracting the 
numerical name of the (uninverted) interval from the number- 
nine Thus, the inversions of the normal intervals in 5 1 1 will 
be as follows : — 



; 19. An interval is said to ^ melodto when thetwosounds 

'; arc heard in lac^Mww, and harmonic when they are heard in 
j combination. 

.Harmonic intervals are divided into two classes, namely, 
.fionsonaiit, when the effect is pleasant, and litssonant, when 
otherwise. 

The consonant intervals are sub-divided into two classes, 
namely, perfect and imperfect; the perfect consonant intervals 
comprising the fourth, the fifth and the octave, including also 
the unison; the imperfect, comprising th? major and minor 
thirds and the major and minor sixths. 
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The dissonant intervals are also sub-divided into two 
classes, namely, diaionk and (hromalU ; the diatonic comprising 
the major and minor seconds and sevenths, the augmented 
fourth and the diminished fifth. 

The perfect fourth though rightly classed as a consonant 
interval, has, nevertheless, a diuonani effect under certain con- 
ditions. This question will be considered in due course; in the 
meantime, it may be said that the dissonant effect arises when 
this interval exists between the bass and any of the upper notes 
of a chord. 

INTERVAL^ 



^^■' ' Consonant. 


Dissonai\t. 

1 


Perfect 
4 


Imperfect. 
3+ and- 
6+ and- 


1 1 

Diatonic. Chromatic 
7 + and — 2 x 6 x 



8 50 40 80 

The consonant intervals are naturally all diatonic, but at 
the same time it may be said that all the diatonic intervals 
occasionally possess a chromatic character. For cJtampie, 
should the note F sharp occur in the key of C, it would form a 
chromatic interval with each of the diatonic notes in this key, 
and such intervals would be termed chromatic, notwithstanding 
that they are diatonic in the key of G. 

20. Fourths and fifths are called perfect, it may now be 
said, because, in the first place these intervals are practically in 
tune with the natural fourth and fifth, which cannot be said of 
the imperfect consonant intervals'; secondly, because when 

* This paint will be explaired in a later chapter, when the subject 
of Acoustics, in relation to Harmony is under consideration. Reference 
to these natural intervals will b« found in § 34 Cbap. IV. 
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inverted they remain perfect; and thirdly, because intervals 
consisting of five and seven semi-tones, respectively, are not 
recognized in harmony under any other name than perfect. 
Each of the imperfect consonant intervals may be tttharmonically 
changed into a dissonant interval. For example, the interval 
C to A flat, a minor sixth, is exactly the same in size, eight 
semi-tones, (and therefore exactly the same oti the piano,) as C 
to G sharp, an augmented fiflk. These intervals, moreover, have 
not only different names, but they have also equally different 
effects, which, if the following passage is played on the piano, 
will be readily appreciated : — 



m 



iHe^iS^i 



n chords in the above example are employed in order to 
establish the keys in which these two intervals are respectively found ; 
for, of course, there would be no difference if they were played in imme- 
diate succession, and irrespective of any key relationship whatever. To 
obtain a clear idea of this matter, the student must possess some know, 
ledge of the minor scale, and of the major and minor common chords. 
Doubly augmented, and doubly diminished intervals, such ai 
~ U ^* °°* employed in music. 

It is of primary importance that the student should be able 
not only to name a given interval, but that he should also be 
able to recognize its affect, before commencing the study of 
harmony. With a little practice and perseverance he will learn 
to appreciate the effect as quickly with the eye as with the ear, 
and not indeed till this is accomplished can he hope to acquire 
that indispensable faculty of ' tonal- vision ' to which reference 
was made in the introductory chapter. 
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SUMMARY. 
. The terms 'major' and 'minor' as appl'ed to scales. 

An interval — the difference in [Mtch between two sounds. 
. The Nonnal intervals. 

Intervals are reckoned upwards ; are measured by semi- 
tones ; have both a particular and g^eneral name ; may 
be diatonic or chromatic ; simple or compound ; melo- 
dic or harmonic ; 



f 1 2. The simple diatonic intervals. 

The 'normal test.' 
f 13. The symbols. 

+ major, - minor, x aug^mented, o diminished. 
§ 14. Diatonic intervals tabulated. 

Example, with each Interval named. 
f 15. Diatonic intervals above a given note. 

CbroDtatic and alphabetical chancres, 
f 16. Chromatic intervals. 

So, 3x, Oo and 7 x, not used in music, l>eing by enhai^ 
monic changes the same as perfect intervals. 

§ 17. Compound intervals. 

Usually regarded as simple, except the ninth, 
f 18. The inversion of intervals. 

Subtract the numerical name from the number ; change 
+ to -, - to +• X to o, and o to x ; perfect remains 

$ 19. Intervals with reference to their musical effect 

Table classifying the consonant and dissonant interval*. 

Melodic and Harmonic intervals. 
§ 30. Enhannonically changed intervals. 

Perfect intervals alono not thus changed. 

The same two sounds may differ not only in name but also 
in elfect. 

Ability to recognize the efiect of an interval (tonal-vision) 
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1. Explain the significance of ihe terms 'major' and 
minor' as applied to the diatonic scales. 

2. Name the following intervals. 

(a) (b) (<>} (d) (s) (f) (g) (h) (i) 0) 



3. Write and name the inversions of each of the above 
intervals. 

4. Name the following intervals, and give the number of 
contained in each. 

(a) (6) (o> id) ( (/) (j,) (ft) 



- \"/ yj \-/ \-/ v"/ \j I wf \"j 

iiESHp&iiiiisir^ii^i 



5. State the effect, consonant or dissonant, of each of the 
above intervals. 

6. Explain the difference between a diatonic and a chro- 
matic semitone, and give an example of each above the notes 
F sharp and A flat. 

7. Distinguish between two sounds heard in succession 
and in combination, 

8. Write examples of the following intervals both above 
and below the note B (third line in the treble) ; major second, 
minor third, augmented fourth, diminished fifth, major seventh 
and minor ninth. 

9. Name the note, giving also its technical name (it occurs 
in one major scale only), upon which it is impossible to form 
the interval of an augmented fifth. Mention any other imprac- 
ticable intervals. 
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td. Write and name the normal intervals in th« scales of 
B major and D flat major. 

1 1. Name the interval between the upper tonic of a scale 
and each degree ielow ; as for example, the tonic down to the 
leading-note, the tonic down to the submediant, and so on. 

1 2. Give examples of the following intervals in the keys of 
A major and E flat major ; in no case employing the tonic. 

a-. 3 + . 4x, 50. 6-, 7+. 

13. Show that all the consonant intervals are contained in 
each of the following arpeggios. 



14, Complete the following chromatic scale, by inserting 
in the vacant spaces the intervals named below, calculating each 
interval from the note C. 



— ^- — a — SZf— 



15. Write above the note E, (a) all the diatonic intervals, 
and {i} all the chromatic intervals used in music. 

16. Change the following intervals chromatically, as many 
times as possible, without the use of double sharps or double 
flats, and give the name and the effect (consonant or dissonant) 
in each case. 



(«> 



_(*L. 



11^ 



17. Change the upper note of the above intervals (Ques- 
tion 16) enharmonically, and re-name them accordingly, 

Google 



INTERVALS. 



i8. Name all the major scales in which each of the 
following intervals occur. 



i^-g;^^^.^ 



19. Compare the following pairs of intervals as to their 
effect upon the ear, and state why the first interval in each case 
is diatonic and consonant while the second is chromatic and 
dissonant. 



iEE^^^^^K^.^ 



30. Name the following intervals, give the number of 
semitones contained in each, state the effect, and write the in- 
version of each interval. 

C") (*) (*) 



ilis|ilil§i^l^lpl 



W (!) (")^ 



E^pp — -H-'g — If"" H^g' — Bfrjo — n*^ ff^ — H 



It is sug|;ested that the above exercise be worked in tabular farm. 



thus^- 










INTERVAL. 


NAME. 


SEMI-TONES. 


EFFECT. 


INVERSION. 


(0 


30 


2 


Dis. 


6x 



The above exercise, for the purpose of practice, ma]' also be worked 
wtb the bass clef employed instead of the treble. 
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CHAPTER III. 

THB MINOR DIATONIC SCALB. 

31. The difference between the major and the minor 
diatonic scales is due to the difference in effect between the 
major and minor imperfect consonant intervals. These intervals 
which occur between Jhe tonic and the mediant, and between 
the tonic and the su^mediant, are both major in the major 
scale, while in the minor scale, the true minor scale, they are 
both minor. The supertoaic, subdominant, dominant and 
leading note are at exactly the same intervals above the tonic 
in both scales. 

The term mode, atgadymg la^AboA or manner, ia frequentlj' employed 
instead of the word ' scale,' when reference is made to the difference in 
character between the major and minor scales. 

Unlike the major scale, which never varies in its formation, 
the minor scale exists in a variety of forms. One of these alone, 
that alluded to above as the true minor scale, is employed in 
harmony, and hence it is called the harmonic minor scale. 
All other forms may be regarded as modifications of this scale. 

The normal (orm of the minor scale, sometimes called the 
ancient oT'historU Toxaoi, is as follows: — 

g,—^-a-^—- 



The slurs in the attove and in the following examples indicate tha 
portions of the semi-tonea. 

aa. In the above scale, which is now practically obsolete, 
the intervals between the tonic and the mediant, and between the 
tonic and submediant are, it will be seen, respectively, a minor 
third and a minor sixth; there is, however, no leading-note, the 
seventh and eighth degrees being a tone, apart. In order to 
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32 THE MINOR DIATONIC SCALfi. 

obtain a leading-note, this note being equally as important in the" 
minor key as in the major, the subtonic (as the minor seventh 
of the tonic is called) must be chromaticall y raise d a semi4one s 
ibe scale then becomes ihc true, or the ^larmonlc minor scale. 



23. The interval between the sixth and seventh degrees in 
the harmonic minor scale is an augmented second, and therefore, 
being a chromatic interval, is regarded as unmelodious. To 
avoid this interval, and it should almost invariably be avoided 
in melodies, the following importajit modification of the harmonic 
form, called the fefiloJlp minor scale, is employed : — 



- ^ g g-tta,^^Bg-§g--ay 



Here, the augmented second is avoided in ascending by 
chromatically raising the submediant, that is to say, by the em- 
ployment of the major submediant { + VI); while, in descending, 
in order that the minor submediant may be introduced, the lead- 
ing note is sacrified, the subtonic (VII) taking its place. 

34. The melodic form of the minor scale is ,by far the most 
important modification of the true minor scale. This scale has, 
occasionally, been employed with the descending form the same 
as the ascending, more especially by the older masters, such as 
Bach and Handel. This form of the scale, however, has never 
been in general use, probably on account- of the entire absence 
of the minor submediant. 



^---„;-2^=^z 



■d^'^^^-Mf?- 



AH other modifications of the minor scale arise from the 
combination of the harmonic and melodic forms; the following, 
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in which the leading-note appears in ascending, and in which the 

minor submediant is also present, being the most important: — 

-fl »-fe g frg^'g : Sa-ns--i^—- n 



These scales also are by no means in general use, and 
ha"e, therefore, no specific names. -^ 

25. Each major scale has what is termed^ relative minor / \ 
scale, the key-note of which is the solimedianf of the maj&r; [ I 
and conversely, each mmor. scale has a relative major, the \ I 
Itey-note of which is the mediant ofthe minor. The relative ^^ 
minor of C major is A minor; and the relative major of A minor 

is C major. 

Relative scales have the same key signatures; this necessi- 
tates the use of an accidental whenever the leading-note of a 
tbinoT key is employed. 

Each major scale has, also, what is termed a torilc minor,/ \ 
and each minor scale, a tontc major; the key-notes in thesa \ 
cases being the same tonic. The tonic minor of C major is C\ y 
minor, which is the relative minor of E flat. 

Minor scales are constructed from major scales, either from 
the relative or from the tonic major, and not, Uke the major 
scales, from one another. The tetracbord, which played such 
an important part in the construction of the major scales, does 
not enter at all into the construction of the minor scales. 

26. To construct the relative harmonic minor of any given 
major scale, first write the major key signatm-e, then write a 
scale commencing on the submediant of the major scale, and 
add the necessary accidental to raise the seventh degree a chro- 
matic semi-tone. The melodic minor may be formed hf 
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chromatically raising both the sixth and seventh degrees in 
ascending, and by restoring these degrees in descending to the 
pitch indicated by the key signature; this will necessitate the 
employment of /our accidentals. 

In the minor scales with three or more flats, the leading 
note is formed by the use of a natural. In the scales of G sharp 
minor, D sharp minor and A sharp minor, the leading-note is 
formed by the use of a double sharp. 

The following diagram e^ihibits all the major scales with 
their relative minors. The larger capitals indicate the tonics of 
the major keys; the smaller, the tonics of the minor. The 
numerals indicate the niunber of sharps or flats in the signature. 



C-A 




3-j On account of the key signature being the same for 
both a major scale and its relative minor, students are apt to 
find some difficulty in determining the key in which a music&l 
composition is written. The following example illustrates the 
relationship between the keys of C major and A minor. Here, 
h wilt be seen that all the notes in the scale of C occur also in 
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THB MINOR DIATONIC SCALE. 



the scale of A minor, except the dominant (V) which is chro- 
matically raised to form the leading-note (L) in the scale of 
A minor. 



H in IV V VI 



I n III IV V VI L I 

If, therefore, the dominant of the major key, indicated by 
the signature, is found in the first two or three measures of a 
composition, the key will be that major key; if, however, this 
note is found accidentally changed in the first two or three 
measures, the composition will be in the minor key ; while, it 
may here be added, the last note in the bass in every composi- 
tion is invariably the tonic of the key. 

aS. The harmonic form of the tonic minor scale may be 
coDStnictod by chromatically lowering the mediant and sub- 
mediant of the major scale. Thus, the harmonic form of C 
minor is as a follows : — 



f.^iES2^^1 



This scale should, however, be written thus-- 
The melodic form ol C minor is as lollowsr— 



:E;i— z=^— r-^-.ag'E^^gigg--gig^q 



--^-^O'- 
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19. The notes employed in the construction of the scales 
of C major and C minor (melodic form) constitute almost a 
chromatic scale. If to these the minor second of the tonic is 
added, so that the seconds, thirds, sixths and sevenths appeal 
in both their major and minor forms; and if to these the 
augmented fourth of the tonic is added, the augmented fourth 
being more closely related to the tonic than is the diminished 
fifth, the chromatic scale will be compute. This scale, now 
generally known as the harmonic form of the chromatic 
scale, is as follows : — 



A scale of similar construction may be formed from any 
major key-note, but it is imperative that the intervals throughout 
be the same as in the above example, whether the scale is em- 
ployed in its ascending or descending form. 

30. The chromatic scale of C is, however, more usually 
written as in the following example, when, for the sake of dis- 
tinction, it is termed the melodic form of the chromatic 
scale. 






-i^r^r^-'Sp- 



LSeifiKi:^ ^- 



Composers frequently vary the above scale by employing A 
sharp instead of B flat in ascending, and G flat instead of F sharp 
in descending, in order to reduce the number of requisite accid- 
entals ; these notes, A sharp and G flat however, unlike the other 
chromatic notes in the above example, have, it may here be said, 
no harmonic relationship with the key of C. 
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TUB MINOR DIATONIC SCALE. 37 

31. FiDally, when all the notes employed in the melodic 
form of the chromatic scale of C are placed in gradual ascending 
order, an enharmonic scale will be fonned, a scale which alatte 
meets the requirements of the modern composer, and which 
may therefore be termed the modern enharmonic scale of C. 



The half notes in the above example are the diatonic notes 
of the scale; the quarter-notes are the ptrfed chromatics, and 
being diatonic to the attendant major keys (see % 8), they are 
never enharmonically changed; the eighth notes are the 
imperfect chromatics, and may be employed in either form. 

To the above scale, as the basis of modem harmony, the author 
attaches the greatest importance (see also the PreTace, pa.gfe xi). As a. 
scale however, it will not enter veiy deeply into the work of the student 
for the present. The onlj notes in this scale, beades the half-notes, 
which have generally accepted technical names are the D flat, E flat 
and A flat, these are known respectively as the minor supertonic ( - II), 
theminormediant ( -III] and the minor aubmediant(- VI). In Appendix 
I, technical names are suggested for the other notes of this scale. 

The harmonic basis of this scale will be explained in a later 
chapter, when the chromatic element in Harmony is under con- 
sideration. For the present, the attention of the student should 
be confined to the construction of the diatonic scales, both 
individually, and in relation to one another, the ability to 
recognize at sight the key in which a composition is written 
being most important; for key relationship is the basis of 
modulation, while modulation, which is the art of changing from 
one key to another, is, in conjunction with Harmony, the basis 
of all musical composition. 
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THI MINOR D 

SUMMARY. 
§ 21. The Normal form of the minor scale. 

The mediant, and the submediEint, especially the farmer, 

are the characteristic degrees of the diatonic scales. 

g 33. The Harmonic form of the minor scale. 

The normal form, lacking a leading-note, now practicatlj 
obsolete ; with L introduced, the true or harmonic form 
is obtained. 
§ 23. The Melodic form of the minor scale. 

Employed in order to avoid the unmeladioua 2x of the 
harmonic form, 
g 34. Various modified forms of the minor scale. 

Three examples (with no specific names] in occa^onal use; 
g 35, The Relative minor scale. 

It commences on VI of the major scale, and bas the same 
key signature as the major scale. 
§ 26. Diagram of major and relative minor scales. 

This should be committed to memory. 
g 37. Two rules for determining the mode. 

L of the minor mode requires an accidental i (he last bass- 
note invariably the tonic. 
§ 38. The Tonic minor scale. 

The harmonic and melodic forms of C minor. 
g 39. The Harmonic form of the Chromatic scale. 

The chromatic notes are formed by the intervals, 2-, 3-, 
4 X , 6- and 7 -, calculated from the tonic. 

g 30. The Melodic form of the Chromatic scale. 

In ascending 1 >t , 2 x and 5 x are employed i in descending, 
and in other respects, this scale resembles the harmonic 

§ 31. The Modern Enharmonic scale. 

The basia of the chromatic element in btimooj. 
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1. Explain the chief points of difference between the major 
and the minor scales. 

2. Write the minor scales, in both their harmonic and 
melodic fonns, the signatures of which are : 

^9== and ^=§ 



3. Write the relative minor of B flat in its harmonic form; 
and the tonic minor of B in its melodic form ; each ascending 
and descending, on both the treble and bass staves. 

4. Write the scale of F sharp minor in its /rue form, and 
then re-write the same exemplifying the modifications of the 
minoi scale in general and in occasional use. 

5. Name the leading-note in each of the following minor 
scales : C sharp, F, B, G, D sharp and E flat. 

6. Name the minor scales (one in each case) in which the 
following intervals occur. 

7. Add the accidentals necessary to convert the following 
passages into harmonic minor scales. 

(a) {*) 



8. Name the minor scales in which the note A is respec- 
tively, III, V, L, VI, IV and II. 

9. Write, employing the signature of C sharp major, the 
scale of C sharp minor; and state the relationship which exists 
between these two scales. 
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40 THE MINOR DIATONIC BCALB. 

lo. Name the minor scales (three in each case) in which 
the following intervals occur. 

(a) (6) 



J I. State the keys, major and minor, of which the signa- 
tures are as follows : 



II, Name the relative minors of the major scales, the tonic 
minors of which are G sharp and D sharp, 

13. Write over each of the notes in the following passage 
the symbol indicating its technical name. 

14. Name the key in which the following passage is 
written, and re- write it omitting unnecessary sharps and employ- 
ing the correct key signature; also insert the symbols. 



iX 



;^^^=ii^^^l 



J5. Write, on the treble-stave, the harmonic form of the 
chromatic scale of E flat; and on the bass stave, the melodic 
form of the chromatic scale of A; both ascending and 

descending, 

16. Show that the modem enharmonic scale of C (§ 31) 
contains all the leading-notes in the attendant keys of C, namelyt 
G major, F major, A minor, E minor and P minor. 

Google 



CHAPTER IV. 

THK COMMON CHORD. 

St. Harmony Is the science which treats of chords. 
A chord is the combination of three or more musical sounds, 
varying in pitch and occurring simultaneously. 

When the interval between any two notes of a chord is 
consonant, the chord is called a oonoord j when one or more of 
the intervals are dissonant, it is called a dlscord. 

Chords are formed in the first instance by adding thirds 
successively above a given note; this note is called the roof of 
the chord. 

Middle C, a, may be said to be the starting point in the 
Audy of Harmony. When one third is added to this note, as 
at b, the result, (as has already been seen) is an interval; when 
another third is added, as at c, the result is a chord. 



If another third were added to the chord at e, the result 
would be a chord of the seventh; ahd the addition of yet 
another third would result in a chord of the ninth. The chord 
at f is a concord, chords of the seventh and ninth are discords. 

A chord consisting of three notes only, or in other words, 
a note with its third and fifth only, is called a triad. 

The term ' note ' has a. double significance in music ; it is employed 
not only to indicate the written character representing- a musical sound, 
but nlHO to indicate some particular sound itself. The term 'tone,' like- 
wise, has a double sig^iticance ; it is employed not only to indicate a 
musical sound, but also to indicate an interval consistinj; of two semi- 
tones. In Acoustics there are major and minor tones, see also Preface, 
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By the use of major and minor thirds, which alone are 
employed in chord construction, four different kinds of triads 
are obtained; these with their symbols and constituent intervals- 
are shown in the following table : 



NAME. 


SYMBOL. 


CONSTRUCTION. 


Major. 
Minor. 
Augmented. 
Diminished. 


+ 


3+ and 3- 

3- and 3+ 
3+ and 3 + 
3- and 3- 



The major and minor triads are fu/weri^j; the augmented 
and diminished, discords. These triads, formed upon the note 
C, are illustrated in the following example. 

jar. Minor. Augmented. Diminiahed. 



The triads form the basis ol all chords used in musical 
composition. The major and minor triads are indeed the only 
concords possible; hence, a consonant triad is generally known 
and spoken of as a common chord, major or minor as the case 
may be, especially when it is. employed in connection with 
other chords. 

33. A triad may be formed upon each degree of the major 
and the {harmonic) minor scales. The following table (which 
should be read upwards) comprises all the triads with their 
respective symbols, as they occur in the diatonic scales. 

Melodic symbols, it will be seen, indicate notes only, harmonic 
symbols indicate chords, see Appendix I. The sign 'o'after theaj-mbol 
* L,' is frequently omitted, beingr understood. 
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THE COHHOK CHORD. 



SCALES. 


THE TRIADS WITH THEIR 
SYMBOLS (harmonic). 


TECHNICAL NAMES. 


(MELOm"^). 


MAJOR. 


MINOR. 


Leading -note. 
Submediant. 

Dominant. 

Subdominant. 

Mediant 

Supertonic. 

Tonic. 


L 
VI 
V 

IV 
III 
11 
I 


VI- 

v+. 

IV + 

Hi- 
ll-. 
1+ 


Lo 

VH- 

V+- 

IV- 

IIIx 

IIo 

I- 



The above triads as they o:rcur in the keys of C major aod 
C minor are shown in the following example. 
C Major. 



1+ II- III- IV+ V+ VI- Lo 
C Minor. 

^ It. nix IV- V+ VI+ Lo 

TTie student would do well to commit to memory the a.l[4ia.betical 
names ol the above triads, for these are the fame itrall heys, whatever 
the character of the tciad may be. 

The harmonic form of the minor scale will for the prescnf 
alone be employed, and it is necessary to remember that L, in 
the minor mode, invariably requires an accidental. By the 
use of +VI (the major submediant) and VII (the subtonic), 
notes borrowed from the melodic form of the minor scale, 
ceriain additional triads, occasionally employed in the minor 
mode, are obtained, but these will be considered in a later 
chapter. 
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34. The consonant triads are divided into two classes, 
primary and secondary. The classification of the triadsjn 
both modes is shown in the following example. 



Consonant. 


DisBonant, | 


Primary. 


Secondary. 


Diminished. 


Augmented. 










(ffr— ~=^g-i- 


-&—£ — i- 














^iv+'v+ 


n- m- VI- 


Lo 














i 


5fet^=g::«= 


Jz 


_g=-.^r^ 


^^^--= 




T- TV- V+ 


YIt 


IIo Lo 


inx 



The primary triads constitute the harmonic basis of the 
diatonic scales, the origin of which may now be explained. 
Upon the note C, as the standard of pitch in music (§ 1) a 
major triad is formed (a), to this triad two other triads are 
added, one of which has for its fifth the root of the triad of C, 
while the other has for its root the fifth of the triad of C. 
These three triads contain the notes which form the scale of 
C {b), they therefore contain the key signature of C (c)- 



-%^ 



^ ^^ 

If now each of these triads is converted into a minor triad 
(</), then the normal (or ancient) form of the scale of C minor 
is obtained {■?), while the three flats which thus arise constitute 
the key signature of C minor (/). It will thus be seen that 
this signature is derived without any reference to or connection 
with the relative major scale. 

(A) (,) (f) 



w* 



'^sr^- 



-^teI^*E?^ 
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TBB COMMON CHORD. 46 

Furthermore, the normal form of the scale of A minor, the 
relative minor of C, may be obtained by taking the relative 
minor triads of the above three major triads. The subtonic 
(VII) must, of course, be chromatically raised in order to form 
L, when these minor scales are used in harmony. 

In a later (chapter, the harmonic bas's of the chromatic scale will 
be considered, also (he harmonic basis of the modern enharmonic scale 
1,1 31). The origin of the major triad is to be found in natural science. 
This triad, the basis of all music, may be easily obtained by performing- 
the following- simple experiment. Take an ordinary piece of string, 
say five feet in length, and mark It off Into inches ; then stretch it tightly 
between two points, so that when plucked it will produce a definite 
musical sound. Supposing this sound were represented by the low C 
(1) — as a matter of lact it is immaterial what particular sound is pro- 
duced — then the sound produced when one half of the string (30 Inches) 
is plucked (the other part not being allowed lo vibrate) will be the 
octave above that C (2) t when one third of the string (20 inches) is 
plucked the sound produced will be G (3) ; one fourth of the string (15 
inches) wIU produce middle C (4) ; one fifth (12 inches) will produce E 
(5) ; and one sixth (10 inches) will produce G (fl). The fourth, fifth and 
sixth divisions of the string, it will be seen, res >ectively produce the 
root, third and liilh of the major triad, hence this triad is often called 
n chord of d; " 




35. It is customary in commencing the study of harmony 
to arrange chords for the four ordinary voices — Soprano (or 
Treble), Alto, Tenor and Bass. 

The general compasS of each of these voices is as follows 9 

Tkbblb, Alto. Tenok. Bass. 



Do,1,7cdDyGoOglc 



M THK COMMON CHORD. 

The voices are often termed parts, hence the expression, 
four-part harmony. Harmony is always understood to be in 
four parts, unless some other number of parts is expressly stated. 

Since a triad consists of three different notes only, it is 
necessary in four-part harmony for one of these notes to be 
taken by two different voices. This is called doubling the 
note. The note doubled may be at the unison or at the distatice 
of one or more octaves. It is generally best to double th« root, 
which for the present will always be in the bass; when a note 
othtr than the root is in the bass, the chord is said to be 
inverted 

In arranging the notes of a common chord for voices, any 
note in a given chord may, as a matter of fact, be given to 
any voice, provided that the note lies within the compass of 
that voice, and that certain rules with regard to the relative 
position of the parts are observed. 

36. A common chord may be arranged for four voices, in 
accordance with the following table : 

/When the alto part is at the 



Close. 



(interval of a third or fourth 
from its approximate voices 
(treble and tenor), 
(When the Alto part is at the 
interval of a fifth or sixth 
from its approximate voices. 
(When the fifth or third is 
doubled, instead of the root, 
o r , no note being omitted. 



Incomplet 



\ When the fifth is omitted ; the 

I third must never be omitted. 

The regular positions should be employed as much as 

possible; the irregular positions, however, are very important, 

but their use is only justified, as a rule, by theiT'relationship to 

the chords which immediately precede and follow them. 
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In close position, the upper parts are placed as close to- 
gether as possible; in open position, the parts are distributed 
as evenly as possible. In no case should the interval of an 
octave be exceeded between the treble and alto, or between the 
alto and tenor; the tenor and bass may be a tenth or even 
a twelfth apart, but not more than a twelfth. Furthermore, 
the parLs should not cross one another, that is to say, the tenor, 
for example, shotdd not take a higher note than the alto, nor 
the alto a higher note than the treble. Close position is 
, generally advisable when the treble note is btlow the middle 
line (B), and open position when it is above this line. 

In actual composition many— possibly a.11 — ofthe rules laid down In 
harmony are from time to time brnken or set aside ; this fact, however, 
in no way lessens the value of rules or justifies their infringement by the 
student. It has been well said that he alone knows when to break a 
rule who knows bow to keep it. 

The following example illustrates the common chord of 
C arranged for four voices in various ways. . At a, b, c, d and 
«, the chords are in close position; at/, ^, ^ and (', they are in 
open position. At a the treble is taking the lowest note of its 
compass; at e the the tenor is taking the highest; and at / both 
treble and alto are taking their highest notes. As a general 
rule the exreme notes of the compass should be avoided, and 
indeed it is rarely advisable to let either the alto or the tenor 
go below their respective positions in the chord at a. 

(s) w m w (/) (s) (A) (0 



iH^il^liizSlieiiiilltl 



W^^m mwm mm^- 



Of the above chords, the positions at b and <: for close, and 
at/ and A for open, may be regarded as being the most desirable. 
The ' balance,' as it is called, of the chord is belter in these 
cases than it is at e and i, for example. 
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Aty, i and /, the fifth of the chord is doubled ; at «, « and 
0, the third is doubled; and at /, y and r, the chord is in its 
iocomplete form, the fifth being omitted. At m and at /, the 
treble and alto are in unison ; at ^, the alto and tenor are iu 
unison. The position of the chord at j may be said to be 
ambiguous, as the treble and alto parts are in close, while 
the alto and tenor are in open position. Similarty, the chords 
at a and r may also be said to be in ambiguous position, 

0) W (I) fW <") (0) (P) (g) (r) 



tfl3-Bs: 



The chords in both of the above examples (a to r) are all 
formed from the triad of C major, but they would be equally 
effective if formed from the triad of C minor; diminished and 
augmented triads, however, being dissonant, are treated from b 
different standpoint, and will be considered in a later chapter. 

In the following example the chords are all ^a/ify arranged. 
At 1, f, u and », the interval of an octave is exceeded between 
the alto and tenor ; at oi and x, this interval is exceeded between 
the treble and a1to. At^ and e, the third of the chord is omitted, 
these chords therefore lack character, being neither definitely 
major or minor. 



(0 (0 (") («) (-') (a:) (s) (^) 
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57> 1'tie aubject of harmony is studied principally by means 
or exercises. These exercises as a rule consist of one given 
part, to which three other parts are to be added, making in all 
complete four-part harmony. The given part is usually the bass, 
and the chords to be employed are indicated by certain figures, 
placed under {or overj the bass notes, these figures representing 
the intervals between the bass-note and the upper notes of the 
chord. The figures employed for the common chord are ^ but 
in the case of the common chord the figures are almos' invariably 
omitted, being understood. The given part may also be the 
treble, or one of the inner parts. 

When a chord, such as V-i- in the minor mode, contains a 
note not in accordance with the key signature, a corresponding 
accidental is placed under (or over) the bass-note; this accidental, 
when standing alone, refers to the third of the chord only. When 
the fifth of the chord is to be thus changed, as in III x of the 
minor mode, the figure 5, preceded by the necessary accidental, 
is then placed below the bass. When a chord containing an 
accidentally-changed note is immediately repeated, it is custom- 
ary to use the sign - under the following bass-note, instead of 
repeating the accidental ; this sign is termed ihe line ef cen- 
iinttation, 1 

In writing exercises, it is usual to employ doit score, the 
treble and alto parts being written on the treble stave, and the 
tenor and bass parts on the bass stave, as at a. When the notes 
have stems, the treble and tenor are turned up, and the kUo and 
bass are turned down. 



f— r— ■=! — ° 
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At b and e, the above chords are transcribed to open seort. 
At b, the C clef is used for the alto and tenor parts ; this is the 
form expected From candidates at examinations, when open score 
is required. At c, the method usually adopted by modem com- 
posers and publishers is exempli6ed. In open score, the steins 
of notes o^^iv the middle line are turned down and vice versa ; 
the stems of those on the middle line may be turned in either ' 
direction. 



i^pj 



i^l 



ii^li^ 



i=iHi; 




38. When the given part is in the bass, the upper parts may 
be arranged in accordance with the principles explained in § 36^ 
the notes of the triad indicated by the bass-note alone being 
employed. 

When the given note is in the treble or an inner part, 
it is necessary in the first place to determine the roots of the 
three triads to which tt belongs. The root chosen is then placed 
in the bass, and the position of the chord having been decided 
Upon, the upper parts are added accordingly. 

The possible roots for a note when not in the bass are {1) 
the note itself, (3) the third below, major or minor, according to 
the key, and (3) the perfect fifth below ; major and minor triads 
for the present alone being employed. The use of the diminished 
and the augmented triads, and their treatment as discords, will 
be explained in Chapter VI. 
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-H for example, as a given treble 



note, may thus be harmonized as the octave in I + , a, the (bird 
in VI-, 6, and the fifth in IV +, e. Each chord is here shown in 
both close and open position: 



il^i 



When the given note is in the alto or tenor, the same chords 
may be employed as ir it were in the treble. At d, ea.n&f, 
middle C is harmonized as an alto note, with the chords in 
close position ; at^, ^ and i, middle C is harmonized as a tenor 
note, with the chords in open position. 

{* W (/) (ff) (A) («) 






Although it is preferable, as a rule (as was stated above) to 
double the root of a chord, yet the fifth, if desired, may be 
doubled instead ; the third, however, should rarely be doubled. 
In the dominant chord, V + , it is an inviolable rule that the 
third — the leading-nott — must never be doubled. On account 
of its relationship to other chords, it is sometimes necessary to 
double the third in VI ; this subject of chord relationship, under 
the heading of Harmonic progressions, will be considered in the 
succeeding chapter. 
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SUMMARY. 
§33. Definition of harmony. 

Concord and discord ; the four kinds of triads. 
S 33. The triads as ihey occur io the diatonic scales. 

The table of triads, especially the harmonic symbols, 
should be committed to memory. 
g 3,4. The classification of the triads. 

The harmonic basis of the diatonic scales. 
§ 35. The four voices, or parts. 

The compass of each voice ; the root, (for the jiresent) 
always in the bass, is generally the best note to double. 
{ 36. The common chord arranged for voices. 

The reg-utar (close and open) positions, and the irregular 
(complete and incomplete) positions. 
B 37. The figured bass in exercises. 

The figuring of the common chord ; the sij^ificance of an 
accidental placed below the bass. Close and open 

I 38, On working exercises. 

<1) with the given part in the bass, (2) with the given part 
in the treble, alto or tenor. 



EXERCISES. 

TRIADS. 

I. Define a triad, explain the formation of chords, and state 
the dilTerence between a concord and a discord. 

a. Write an example of each kind of triad upon the notes, 
G, F, E flat and C sharp. 

3. Write and name (or symbolize) all the triads in the keys 
of (a) D and (6) B fiat. 

4. Write and name (or symbolize) all the triads in the keys 
of (ij) B minor and (3) G minor. 

5. Give the signatures of the keys of which the following 
are the tonic triads. 





. («) m (•) 


is .^ J-Q 


2 


cr^^i±g-& 


r|:i^|^=|Jp|H| 


£ 
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6. Name the kejrs in which each of the above triads occurs 
(i) as the subdomiaant and (a) as the submediant. 

7. Name the five keys in which each of the following triads 
are found, and state when they occur as primaiy and when as 
secondary triads. 

<«) (»> 



i=i=liPJ 



8. State the character of the following triads, and name the 
minor keys in which they occur. 



9 Write an example of each kind of triad Mow each of the 
following notes. 

(a) (b) (c) (d) (e) 



leil^ill 



10. Write thetriads, V+, IV-, VI+, IIIx.Loandllo, io 
{a) C sharp minor and (b) F minor. 

1 1. Explain the harmonic basis of the scale of G. 

II. Show that the scale of D minor (with its correct key 
signature) may be formed from the scale of L> major, without any 
reference to the scale of F. 



THE COMMON CHORB. 



13. Add alto and tenor parts to the following treble and bass 
parts, employmg close position. 

. (a) m W {^ W , </ ) (g) _(*) 



'^^^m 



iBPI 



1+ y+ VI- ni- rv+ n- v+ 1+ 

Google 



i4> Add alto and tenor parts to the following, employing 
open position. .'. 

(a) (6) (c> [d] (e) (/) ig) (h) 



m 



\ S:=E8E3=li5=i;-5iiii=l^llp 

1+ IV+ v+ in- VI- n- v+ ft 

15. Give the compass of each of the four voices, each on its 
own stave (employing the proper clef for each voice). 

16. Explain the various positions in which a common chord 
may be arranged for voices. 

17. Write the common chord of E for four voices, in three 
different ways, each in close position. 

18. Write the common chord of A flat for four voices, in 
three different ways, each in open position. 

Add treble, alto and tenor parts to the following bass-notes • 
each chord may be worked in two or three different ways. 

19. In close position, 
so. In open position. 

(6) («) (rf) (*) {/) 



^l£zzEB3:=*:iP^^:^B:i^z^e5i»r 



=--^m^ 



II. Criticise the position of the parts in the following chords. 

{a) (6) Ac) (rf) (*) (/) 



§W^^fMM^M:WMi 



22. Write the common chord of F for four voices, exempli- 
fjring various positions, both regular and irregular. 
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83. Write for four voices the chord of the dominant (V+) 
in the keys of C sharp minor, F minor, G sharp minor and B flat 
tnibor. Place L in the treble for each chord.* 



34. Write the following chords, employing open score : 
(o) In the key of E flat. 

VI-, III-, IV+, II-, V+and I+, 
{i) In the key of F sharp minor. 

VI+, IV-, V+ and I. 



Add alto, tenor and bass parts to the following treble d 
harmonizing each note with three different chords. 



25. In the key of A. 



16. In the key of D flat. 




27. In the key of B minor. 2 y — ' 

Add the other voices to the following inner parts ; write in 
open score. Each note should be harmonized with three differ- 
ent chords, and each chord in both close and open position. 



"■mm 



30. Explain the meaniDg of ' the c 



1 chord of nature.' 
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CHAPTER V. 

HARMONIC PROGRBSSfONS. 

39. When two commoD chords (with different roots) follow 
one another in immediate succession the effect is termed a 
harmonic progression. There are six possible harmonic pro- 
gressions, namely, when the rootf rise or fall a second, third or 
fourth. Roots rising a fifth arc the same as falling a fourth, 
and vice versa. Roots moving a sixth, on account of the 
laige skip, are generally avoided; their effect, however, is 
practically the same as roots moving a third. Roots moving a 
seventh are disallowed. 

These harmonic progressions ar« divided into three classes: 
The fotirf (or strong); iS\K possible (or tolerable); and the^in^ 
(or weak), which should rarely be employed except for some 
particular effect. 

(a) Roots rising a fourth are very good — the strongest 
of all.* 

(^) Roots falling a fourth are good — the next strongest. 

(f) Roots rising a third are bad, but are possible after a 
chord on an accented beat. 

{d) Roots falling a third arc good. 

(e) Roots rising a second are good after IV and V, and 
possible in the major mode after I and III. 

(/) Roots falling a second are generally bad, except VI 
to V. 

The immediate repetition of a chord, though not actually 
a progression, is good at the commencement of a passage, and 
after a chord on an accented beat. 



* Sometimes termed the dominant progreision. 
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HARMONIC PRO0RBSSION8. 67 

The terra ' bad ' when used in reference to harmonic pro- 
gressions signifies a. somewhat weak succession of chords; it 
does not necessarily imply an incorrect progression. All 
diatonic progressions are possible, and even those termed ' bad ' 
may be employed with good effect in certain cas s. 

The following example illustrates the harmonic progres- 
sions in relation to the chord of C; roots falling a second, 
however, are omitted, as Lo will for the present be avoided. 
(a) (6) W 






W (.) 




*" 


_J__U-J-II ^-J=^ 


e| 


f 1 1 r 
1 — II .1 i=«= 


^ 


— 







40. The term movement is applied to the interval between 
the two notes of a melodic progression. The movement is said 
to be conjunct (or, by 'step') when the interval is a second, 
as in a ff(j/« passage; andit is said to be disjunct (or, by 'skip') 
when the interval is greater than a second, as in an arpeggio 
passage. 

The melodic movement of the upper parts should, as a 
rule, be as smooth as possible; and when a note is common to 
both chords of a progression t is generally best to retain it in 
the same part for both chords. The melodic interval of a third 

C~.ooj;;[c 
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and that of a fonrth may often be employed, and occasionally 
even that of a fifth, but the skip of a sixth is larely advisable, 
while that of a seventh is forbidden altogether. The skip of an 
octave is allowed, at the same time this interval does not often 
occur in connection with the common chord in root position. 

The dM^^/fi/ intervals, being somewhat difficult to sing 
should be avoided. Augmented intervals naturally occiu' 
between IV and L in the major mode, and between IV and L, 
VI and L, and VI and II, in the minor. 



VI n 

The leading-note should never be approached from belaw 
by an interval greater than a third; but from above it may be 
preceded by any degree of the scale. As its name implies, this 
note should, as a rule, rise to the tonic, and especially in the 
progressions V to I and V to VI, which are of very frequent 
occurrence; it may, however, as will be seen in due course, 
occasionally fall a second, or rise or fall a third. It has already 
been stated that L, when it occurs in V+ must never be 
doubted. 

41. The term motion is applied to two parts naoving in 
relation to one another. There are three kinds of motion 
possible between any two parts, viz., similar, when they move 
in the same direction; contrary, when they move in opposite 
directions; and obliquei when one part remains stationary, the 
other part moving. 

Similar. Contwkt. OsLiawa. 

No two parts at the interval of a perfect fifth or octave 
T unison) in one chord are allowed to proceed to th^ aaroe 



tUKHOmC PROGRESSIONS. SS 

interval in the succeeding chord. Such progressions are 
commonly called consecutive fifths and octaves ;* they are 

absolutely prokibiUd, and must be avoided at all costs. The 
following progressions are, therefore, all incorrect; at a, there 
are consecutive fifths between the bass and tenor ; at b, between 
the bass and treble ; in this case the consecutives are compound 
fifths, but they are just as objectionable as the simple intervals; 
at c, there are consecutive octaves between the bass and tenor; 
and at d, there are consecutive fifths between ihe alto and 
treble, with consecutive octaves between the bass and alto, and 
consequently consecutive compound fifths between the bass 
and treble. 




The chords in the above progressions, as individual chords, 
arc all correctly written ; the bass is doubled in every case, and 
each chord is in either close or open position. The effect of a 
progression, therefore, does not depend upon the effect of the 
constituent chords, it depends, in the first place, upon the 
movement of each individual part, and, in the second place, 
upon the motion between any two parts in- relation to one 
another. 

In the following progression, at e, there is a perfect fifth 
between the tenor and alto in the first chord, and between the 
bass and tenor in the second; there is also an octave between 
the bass and tenor of the first chord, and an octave between 



* Sometimes termed Parallel fiflhs and octaves. 
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the bass and treble of the second; no bad effect, however, 
arises in this case, as the fifths and the octaves do not occur 
between the same parts. 




Neither is there any bad effect from the consecutive fifths 
and octaves which arise when a chord is repeated, as at/. 




Consecutives, when introduced by contrary motion, as 
exemphfied by the octaves between the bass and treble at g, 
are not as objectionable as direct consecutives, but they should 
only be employed in order to produce some particular effect, a 
consideration which need not enter into the early ai,'adcmic 
work of the student of harmony. 
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Consecutive octaves are permitted in compositiona when their 
purpose is to strenfftftm a melody ; and both consecutive fitfhs and 
octaves may he employed by contrary motion, when the roots of the 
two chords move a perfect fourth or fiAh. Consecutive thirds and 
sixths may be freely employed ; consecutive fourths between the upper 
parts, but not between the bass and an upper part, may also be 
freely employed. Consecutive seconds and sevenths are forbidden, but 

Althoug-h consecutive fifths are occasionally to be found in the 
works of the great composers, yet they occur, it may be said, more 
frequently in instrumental than in vocal compositions, and while their 
presence Indicates that under certain conditions they are not objection- 
able, it by no means justifies their use by students. 

42. The motion between the extreme parts requires special 
consideration, for not only are direct consecutive fifths and 
octaves forbidden, but even similar motion to a perfect fifth or 
octave (between the treble and bass), except in the case of 
certain progressions shortly to be explained, is also disallowed 
Motion of this character gives rise to what is termed hiddsn 
consecutives.* 

The following progressions are all bad ; at a and b there 
are hidden fifths, and kt c and d hidden octaves, between the 
extreme parts. It should be noticed that the treble moves 
disjunctly in each case. 




The hidden consecutives may be discovered by inserting 
the intervening diatonic notes. 

When the roots move a perfect fourth or fifth, except alone 
in the progression II to V, provided the treble moves one 
degree only, hidden consecutives rarely produce a bad effect 
* Sometimes called concealed or covered consecutives. 
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and especUIIy is this the case when both chords are primaty 
triads (§ 34). The following progressions, therefore, are all 
good; at ^and/there are hidden fifths, and at ^ and /4 hidden 
octaves, between the extreme parts. It will be noticed that 
the treble here moves conjunctly in each case. 

(O , (?) I (ft) I 




In the progression II to V, it is generally best to let the 
upper parts /a//, especially when the third of II is in the treble. 
The hidden octaves at j, even though the treble moves con- 
junctly, are not good; while the hidden fifths at/, notwithstand- 
ing that the treble moves disjunctly, are not bad. It must be 
remembered that this is the only case in which similar motion 
between the extreme parts to a perfect fifth, with a skip in the 
treble, is allowed. When t\it_fi/ik of II is in the treble, it often 
rises, as shown at k. In the rarely employed progression V to 
II, it is generally best to let the treble take contrary motion 
with the bass, as shown at /. 

(') (j) . (fe) . . (0 




43. If the following suggestions are complied with, con- 
secutive fifths and octaves are impracticable. ,The chords in 
every case should be complete, the bass being doubled ; the 
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second chord should be in the s^tme position, close or open, u 
the ^st; an«l the movement should invaiiablyt be t« tiie nearest 
possible note. 

1. When the roots move a second, let the upper parts take 
contrary motion with the bass; an important exception, hovr- 
ever, to this rule will be found in § 45. 

2. When the roots move a third, let two of the upper parts 
take oblique motion, and let the other part take contrary motion. 

3. When the roots move a fourth, let the note common to 
the two chords be retained in the same part, and let the other 
notes move in similar motion (one degree only). 

4. When the roots move a fifth, let the note common to the 
two chords be retained in the same part, and let the other parts 
move in contrary motion (one degree only). 

5. When the roots move a sixth — a rare progression — let 
the treble and one of the other parts take oblique motion, and 
let the other part move in similar motion (one degree only). 

When the roots move an octave, the upper parts may 
remain stationary, or may move in either similar or contrary 
motion ; the position also may be changed from close to open, 
or vice versa ; while hidden consecutive fifths and octaves do 
not produce a bad effect. 

The above suggestions are not to be regarded absolutely as rules, 
at the same time the student will do well Co follow them in writing: bis 
early exercises. Each progression may, as a matter of fact, be harmo- 
nized in a variety of ways, but tlie student, at first, will do well to work 
upon some definite principles, such aa the above, and when he has 
acquired the ability to harmonize progressions correctly in one way, and 
not till then, he should practise harmonizing; them in other ways. 

It has already been stated (§ 36) that the parts should not 
eross one another; it may now be added, that except under 
certain conditions they also should not overlap one another. 
Overlapping is the crossing of parts in the course of a progression ; 
it occurs when one part proceeds to a higher or lower note in the 
second chord than that which an approximate part took iii the 
first chord. Thus, at a, the bass in the second diord takes F, a 
higher note than the E nhic^ the tenor took in the first chord ; 
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afaio, at b, the treble in the second chord takes G, a lower note 
tban the A which the alto took in the first chord ; the alto at the 
same time taking a lower note in the second chord than ttiat 
which the tenor took in the first. Overlapping, however, is not 
objectionable between the tenor and bass, when, as at e, the 
tenor, taking L, rises a semitone while the bass rises a perfect 
fourth, V to I. 




Ahhough the overlapping of parts is forbidden, as a general 
rule, yet it may be freely employed, especially between the inner 
parts, should the purpose be to avoid the infringement of a more 
important rule. 

44. In the following examples, the progressions from the 
chord of C to each of the other chords in the key of C are illus- 
trated, each progression being harmonized in various ways. Roots 
rising ate alone exemplified, but' the progressions in each case 
may be reversed, when the harmonization of roots falling to the 
tonic will be obtained. The progressions at a (in close position) 
and at b (in open position) are written in accordance with the 
suggestions in g 43 ; at c, the third of the first chord moves in 
similar motion wUh the bass to the third of the second, the other 
parts taking contrary motion in order to avoid consecutives ; at 
d, the first chord is incomplete, for, with G in the tenor there 
would be consecutive fifths with the bass \ at «, the first chord is 
in open position and the second in close <■>; at /, the first chord 
is incomplete, G being omitted in the tenor, in order that all 
the parts should not proceed simultaneously by similar motion (■) ; 
at g, the first chord is incomplete for two reasons, viz., G is 
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omitted In the tenor in order to avoid overlapping with the bass, 
and it is omitted in the alto in order to avoid consecutive fifths 
by contrary motion with the bass. 

ise great care in changing- from open to 
iecutivcs are very liable to occur. 
r a good effect when chorda are in root 
case of harmooic repetition, for all parts 



(i) It 13 rarely productive d1 
position, except perhaps in the 
to proceed by ^milar motion. 

I. Roots moving a second. 



<"' 


1 (1) 1 M 1 W 


?^p 


t^^E^N*ll4*^ 


J J 


-"^ J J \ -^ J 


^^f^^ 


M^t#^^^ 



s. Roots moving a third. 
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4. Roots moving a fifth. 



(«1 (») 

1 


1 111 


i^\ j\\ U4- 


ll^U4U-l=^^ 




J. 1 J. y 


\^-f^^r\f- 


ti7-mi^^ 



5. Roots moTitig a sixth. 

(a) . (6) 




The above examples should be carefully examined by the 
student, and they may easily be converted into valuable lessons ; 
thus, 1, write out the treble and bass parts, and then, (without 
referring to the example) add alto and tenor parts ; a, write the 
bass only ; 3, the treble only ; 4, the alto ; 5, the tenor ; and 
then add the three other parts. The examples majr also be 
transposed up or down a major or a minor second. 

Of the three kinds of motion, it may be said that contrary 
(rather than similar or oblique) is the best, as a rule, between 
the extreme parts; it not only produces the boldest effects, 
but, speaking generally, it is also the safest in the matter of 
avoiding consecutives. There are, however, two cases when ft 
should not be employed. 
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(a) When the roots fall a third, contrary motion in the treble 
to the fifth of the second chord is undesirable. 

(#) In the somewhat rare progression V to IV, it is objec- 
tionable to place L rising to I in the treble. 
(a) (ft) 




45. It has already been stated (3 3S) that the leading tiote 
(L) mui/ not be doubled. This rule is absolute when L occurs in 
V ; when L occurs in another chord, such as III, the rule is not 
so stringent. The most frequently employed and, therefore, the 
most important progressions from V are to I and to VI ; in each 
of thet« progressions the part which takes L should, as a rule, 
rise to I, and especially is this the case when L occurs in the 
treble. This treatment of L in the progression V to I, is shown 
at a ; when as at i, L occurs in the tenor, with II falling to I in 
the treble, it is customary to omit the fifth in I ; it is not 
incorrect, however, for L to descend, as at c, when it is in an inner 
part, provided that it moves in contrary motion with the bass ; in 
order to employ I in its complete form, the fifih may be D.nitted 
in V, as shown at d. 
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The following example U a transcription of the abore pro- 
gressions into the key of C minor. 




In the progression V to VI, L rising to I, in similar motion 
with the bass moving a second, necessitates the doubling of the 
third in VI, as shown at e and i; for the other parts must take 
contrary motion with the bass in order to avoid consecutive fifths 
and octaves. When L is in an inner part in the major mode 
it sometimes falls as at/, but in the minor mode, L must rise to 
I in order to avoid the movement by an augmented second {§ 40), 
as shown in the alto at J The progression VI to V, in the 
major mode may be written as at ^, but in the minor mode the 
augmented second would again appear, this time in the treble, as 
it i; to avoid this interval, it is necessary to double the third in 
VI, as at /; and, indeed, the third is frequently doubled in VI, 
when this progression occurs in the major mode, as shown at i. 
(0 I I ffl i . (g> . I (A) , 
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46. To hannoniee a given melodic progrMSlon occurring 
in the treble, alto or tenor, it is necessary in the first place to 
determine the chords to which each note, taken separately, 
belongs (see g 38), and in the second place to choose those roots 
which will give the best harmonic progressions (see § 39) ; afler 
which the other parts may be added in accordance with the laws 
for part-writing given above. 

In the following melodic pn^ression 



TI occurs in the triads VI-, IV+ and II-; and V in the triads 
V+, III- and I + ; there are, therefore, nine possible progres- 
sions in all, and these are illustrated in the following example. 
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The progression at a is impracticable on account of the con- 
■ecutive octaves, and likewise that at i on account of the con- 
secutive fifths; the progressions at J, /and ^, (roots moving a 
perfect fourth or fifth) are all good ; the progression at d is also 
good ; that at £ is possible ; while those at e and A are bad. 

In reference to the progressions at e and i, it may here be 
said that there is a peculiar harsliness attached to the triad on 
the mediant, and it can rarely be employed with good effect 
except after V or VI. In the minor mode the triad on the 
mediant being augmented (III x ), for the present will not be em- 
ployed at all. Since the two most important chords in a key are 
the tonic and dominant, the aesthetic elTect of these chords being 
respectively rest and molion ; and since the characteristic note of 
a chord is its third (hence the rule against omitting the third of a 
chord), so the reason for the unpleasant effect in connection with 
the mediant chord is probably due to the fact that this chord 
contains the characteristic notes of the tonic and dominant 
chords, the clashing relationship of which is especially noticeable 
in the augmented triad of the minor mode. 

As the special purpose of the above example is to illustrate 
the possible harmonies for the given melodic progressions, the 
chords are not completed ; the other parts may be added in two 
ways, either by regarding the upper notes of each progression as 
the treble, and then adding an alto and tenor, employing close 
position ; or by regarding the upper notes as the alto, and then 
adding a treble and tenor, employing open position. 

In working exercises on harmonic progressions, the student 
must not rest satisfied with having written the individual chords 
correctly, but he must, furthermore, examine the movement of 
the various parts both separately and in relation to one another, 
always avoiding consecutive fifths and octaves, objectionable 
hidden consecutives, augmented intervals and unnecessarily 
large skips, crossing and overlapping the parts, doubling or 
omitting notes unadvisably, and incorrect treatment of the lead- 
ing-note. These are the principal mistakes which the beginner 
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in harmony is apt to make, and they (hould be scnipulonsly 
guarded against from tbc very first ; the student should (eel tatit- 
fied that his progressions are correct before submitting then to 
the scrutiny of the teacher ; by so doing, a certain sense of confi- 
dence in his own powers will quickly he established, which.^D 
due course, will not only enable bim to acquire with ease the art 
of part writing, but will also kindle a love for the SHhject, and in 
all probability lead bim ultimately into the realm of musical 
composition. 



SUHUARY. 

f 39. The harmonic progressiont. 

Roots risiag- a third ajxl falling ■ aecoad, except VI t* V, 
generally t>ad. 

( 40. Movement, conjunct and disjunct. 

Augmented interval* to be avoided ; movement to and 

i 41. Motion, similar, contrary and oblique. 

Consecutive fifths an4 octaves (unisons) to lie avoided. 
f 43. Motion between the extreme parts. 

Hidden consecutive fifths and octaves, except under 
certain conditions, are objectionable. 

S 43. Suggestions for the avoidance of consecutives. 

Crossing and overiapping of the parts forbidden. 
) 44. Progressions from the chord of C. 

If carefully studied these should be valuable lessons. 
I 45. The treatment of L in the progressions V to I and 
V to VI. 
Generally beat for L to rise to I, especially wben in tba 
treble. 

f 46. The harmonization of a melodic progression in the 
treble. 
Tlie peculiar character of the mediant chord. Summary of 
faults to be avoided ; tlie importance of correct work 
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EXERCISES. 



Add alto and tenor paits to the folloving progressions ; em- 
ploy close position in No. i, and open position in No. 2.* 
1. (a) ' (h) (e) (rf) 



flli^lEllliiiiiieil^^ 



l«Iipiilpiliipe 



0. '", 


1 p , 


. (>) 


L-, ,"> ., 


d^-hn 


d^ 


^^^^^ 


ii|^ 




fi--' (' 1 fi 


T^ 


I^^^Nf 


pffni 


. 









2 M (») W (« 



mm^mmmB^ 



Ife^pppsip^p^^i 




'The student must t>e careful in writing- the notes which have 
^ms. In close score (also called piano score) the treble and tenor 
^ms are turned u^, the alto and bass turned ifonui. In open (or vocal) 
ore the stems are turned according to the position of the notes on the 
ive, those above the middle line being turned down, and vice versa. 



.1 Google 



HARMONIC PROGRBSSIONS. 78 

3. Distinguish between ' movement ' and 'motion,' and give 
examples of each in the key of A. 

4. Name the movemenlia the treble, and the motion between 
the extreme parts, in each of the following progressions ; also 

' state the ^i7jtV/t>« of each chord. 




5. Explain the meaning of hidden consecutive fifths and 
octaves; and state when their effect is good and when bad. 
Criticize the motion between the extreme parts in the following 
progressions. 

(a) (h) M 




6. Explain the difference between crossing and overlapping 
Dt' parts. Vnder what conditions is the lattei allowed? 
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7. Discover the mistakes in the following progressions. 







J. J. 



mmmi^^mm 



Add treble, alto and tenor parts to the following progres- 
sions, working each in both close and open position. 



8. (.) m 


V) (<0 


io (/■) 


/ (,i 


») 


^3E^^^P^Ji=|Fi=pSE|||3=pil 


9. (a) (») 


fc) 


«) 


©-i=[-e3^=-£B=25^£ 


ms^n 


M </l 


<») 


m 


g?fgi^P3ii£ 


iPgEpSEfe,;fEiE| 
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lo. Add alto aad tenor parts to the following progressions. 

(a) _ (b) _ {c) ^ id) 




In Ihe above exercise special care must be taken to avoid consecu- 
tives, awkward skips in the middle parts, etc. ; it is often more trouble- 
some to harmoDize a progression in which the treble is j^iven than one 
in which it is not given. 

II. State the rules regarding the Leading-note; cicplam 
the treatment of this note in progressions which contain the 
chord of the dominant, and give examples in the key of A minor. 

19. Add treble, alto and tenor parts to the following pro- 
gressions ; each progression should be worked twice in close and 
twice in open position. 




For the purpose of practice, many of the above exercises mar be 
worked in other ways ; thus, in No. 1, the treble may be chang-ed and 
the chords harmonized in open position ; similarly No. 2 may be worked 
in close position ; "or both exercises may be transposed up or down a 
second or third ; while each progressioa may be hannoaized in six or 
m^bt different ways, as shown in No. 4, 
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13. Write, in the key of E flat, the progressions ; 

(a) 1+ to V+, (b) IV+ to II-, (c) V+ to VI-, (d) IV+ to I+. 

14. Write, !□ the kejrof F sharp minor, the progressions; 
(a) I- to IV-, (b) VI+ to IV-, (c) IV- to V+, (d) V+ to I-. 

Complete the following progressions by adding in Nos. 15 
and 1 6, a f u<rc«;i/i«^ chord, and in Nos. 17 and 18, a f receding 
chord ; the same root movement not to be employed twice in any 



10. IS Major. 
,^tt J <"> '*' W I (« 



p^i 



S3H^ 



l^lg 



16. C tharp mitutr. 



I^ E^ iiypill^^jl^i 



itail^il^ 



17. jt flat tn^or. 
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18. F nUnor. 



„ . ("J \0I \ 1,0) , \fll 



1^ 



iiSll^l 



Add alto, tenor and bass parts to the following melodic pro- 
gressions, working each in two oi three diffeient ways. 
19. (o) (») W W 



I. (««) (*) tfl w, 



Harmonize the following melodic progressioue j in No. »i 
idd treble, tenor and bass parts ; in No. 22 add treble, alto and 
bass parts. Write in open scoie. 




83. Write three good progressions in the bass in the keys 
of £ major and F minor, and then add the upper parts. 

14. Write, commencing with the tonic, three simple pro- 
gressions in the treble in the keys of D major and B minor, and 
then add the lower parts. 
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CHAPTER VI. 

CADENCES, SEQUENCES, ETC 

47. Musical compositions consist of continuous hannonic 
progressions, each chord (except, of course, the first and the 
last) being in definite relationship with the chords which imme- 
diately /««(/« AxiA/oUov) it. 

The simplest form of composition, such as the hymn time, 
the ballad melody, etc, is called a musical sentence. The 
normal sentence, also called a period, is eight measures in length, 
and is divisible into two equal portions, called phrases. The 
concluding harmonic progression of each phrase is called a 
eadence (Lat. Cado, I fall). 

Cadences are divided into two classes, the Regular and 
the Irregular. 

Regular cadences are also divided into two classes, the 
Perfect and the Imperfect. Jarfect cadences conclude with the 
tonic chord, imperfect with the dominant chord. Irregular 
cadences are those which conclude with other chords. 

The perfect cadence is of two kinds, viz., the Authentic, 
in which I is preceded by V, as at a and b, and the Plagal, in 
which I is preceded by IV, as at c and d. 

In the imperfect cadence V is usually preceded by I, as at 
e and / but it may be preceded by any chord which does not 
contain L, as at f and k. 

Of the irregular cadences the most important is that at 1', V 
to VI, known as the Deceptive cadence*; another irregular 

* The terma Interrupted, False aad Broken are also applied to this 
cadence ; the term Deceptive, however, seems the most suitable, for V 
naturally proceeds to I, and when in place of this it proceeds to VI, the 
listener who enpects the natural progrression is certainly deceived. 
The term Interrupted, in the present work, will be employed to indicate 
an incomplete cadence, one in which the second chord is omitted 
altogether, its place being taken by a rest. 
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cadence is that aXj, I to IV, sometimes called the subdominant 
cadence. Roots falling a third, as at k and /, do not constitute 
very satisfactorf cadences ; thejr are, however, sometimes em- 
ployed. Other irregular cadences will be considered la due 
course. 

. (3>.A . A (^> \ . ("> -JJ^ 




A 1 ^ ^ A'-\l I i 



up 



V IV V VI 



pp^i^pp 




V VI I IV VI IV I 



o,,7< 1.1 Google 



BO CadrKcbs, sSquenObs, stc. 

The authentic form of the perfect cadence Is emplo^d at 
the close of almost every composition ; it is indeed, commonly 
called the perfect cadence ; it is also called by some authoritiei 
a full close, the imperfect being called a half close. 

The second chord of a cadence almost invariably falls upon 
the accented part of the measure, and in many cases it is of 
longer duration than the first. 

It should be noticed that the treble part in cadences usually 
moves up or down one degree only, descending, in fact, more 
frequently than rising, except when L is in the treble. Further- 
more, the treble part should invariably end on I (preceded by 
either II or L) in the perfect cadence, if a complete and finished 
effect is desired, as at the conclusion of a composition. 

The above cadences may all be transcribed to the key of C 
minor, the effect of each cadence being the same in the minor 
as in the major mode. Compositions in the minor mode fre- 
quently conclude with a tonic major chord, especially when the 
plagal form is employed for the final cadence. The tonic chord 
in this case is called the Tierce de Plcardie; the progression, 
it is presumed, having had its origin in the French province of 
Picardie. 

Cadences in music bear some analogy to punctuation in poetry ; 
tb« imperfect, like the comma, represents a break or breatbing point in 
the sentence, while the perfect, tike the full stop (period), brings the 
sentence to a conclusion. 

48. When a given progression is repeated at a different 
pitch the passage is called a sequence. The progression may be 
mtlodit only, or it may be hannonk ; in either case the sequence 
may be real ox tonal. 

A sequence is said to be tonal (see a) when the repetition 
of the progression is in accordance with the key signature, and 
therefore, with the key tonality. 

A sequence is said to be real (see i) when the repetition of 
the progression, in the matter of both its melodic and harmonic 
intervals, is exact; and this necessitates a change of key at each 
recurrence of the progression. 
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II I T^ r I- 

jj 11 AA " 



The first progression in the above sequences is called the 
model. A model may consist of two, three, or, at the most, 
four chords, the sequence being termed duple, triple, or quad- 
ruple accordingly. In each of the above examples the model is 
repeated at the second abo*e. The sequence itself is said to be 
formed by roots rising a. fourth and falling a third. 

The most important sequence of common chords occurs 
when the roots alternately rise a fourth, and fall a fifth ; this will 
be known as the dominant sequence ; it is open to much variety 
in treatment, as will be seen later, in conjunction with chords of 
the seventh. 



'^-P-E=r-f-fcn«'-E-p-S-E-p-' 
A A J J- J. 1 J i 
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49. In order to preserve a sequence it is often necessary 
to employ the diminished triad, and sometimes, even the aug- 
mented triad, III>< of the minor mode; the melodic use or 
augmented intervals is not altogether objectionable, though they 
should be avoided as far as possible tn the treble. The fifth in 
the diminished and augmented triads being dissonant, requires 
special treatment, technically termed resolution ; in the diminished ' 
triad the fifth resolves by descending one degree (in the same 
part) in the next chord (see a), or possibly in the next but one 
(see b) ; while the fifth in the augmented triad resolves by 
astending one degree (see c). 

f"J J J_J<'*-'J -I <"> 




-r- 

In an ascending sequence, the fifth of the diminished triad 
is allowed to asahd. In a descending sequence, in the minor 
mode, a minor chord on the dominant (V- instead ofV-i-) is often 
employed in order to avoid the augmented second. 

50. In addition to the rules for writing melodic progressions 
which have already been given (§ 40), the following injunctions 
and exceptions refer to continuous progressions. 

(i) After the skip of a diminished interval the melody 
should return at once to a note within that interval, as at a and 
c, and not as at b and d. 

,. _ («) _ (6) (*) (-i) 



(a)' Two skips in the same direction forming the interval of 
a seventh, as at « and/, should be avoided ; these skips, however, 
are tolerable in rising to and from the tonic, as at g. 
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{3) Two skips forming an octave are good if one is a perfect 
fourth and the other a perfect fifth, as at A and (', but they are 
objectionable if one is a third and the other a sixth, as at ' and 
k. Two skips forming an interval 'greater than an octave are 
forbidden, 
■ (ft) - (0 U) (»> 

(4) The skip of a sixth, though it should generally be 
avoided, is good when introduced as at /, and possible as at 01 ; 
in each case it should be noticed that the skip is upwards. This 
skip is good only after I and V. 

„ (^) (">) 



(5) The skip of an augmented second is least objectionable 
when it occurs in a short scale passage, and in ao inner part, as 
at » and o. 



$^^^^mmmi 



4.^ 



^ ^A :'^. 



i^pgip^Bpisgi^j 



t- 

(6) The skip of an augmented fourth, as has already been 
seen, is permissible in sequences only. 

51. Continuous harmonic progressions are written in accord- 
ance with the root progressions as given in § 39 ; it is, however, 
necessary to arrange the chords so that they form a correct 
musical sentence. 
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The following table shows at a glance the best progressions 
from eacb chord ; II and III, not being concords in the minor 
mode are placed in brackets; these triads, together with L in 
both modes, should be employed onljr when they can be correctly 
resolved (S 49) ; in the early exercises it would be well to avoid 
their use altogether. This table should be read upwards. 



L may pr 


ceed to 


I 


(III) 






VI *' 


" 


(11) 


(III) 


IV 


V 


V 


" 


I 


(H) 


(III) 


VI 


IV 


" 


I 


(") 


V 


L 


(III) 




I 


IV 


VI 


L 


(II) 


" 


V 


VI 


L 




I 




(!I) 


IV 


V 


VI 



Roots rising a third, through rarely good in effect, may be 
employed occasionally; they are generally most effective after a 
chord on an accented beat. The progression V to IV is also 
possible, provided L is not placed in the treble. The progression 
V to II, although it is given in the above table, seldom has a good 
effect. The repetition of a chord is good if the chord is first 
heard on a strong beat, and possible, though rarely effective, after 
a chord on a weak beat. 

51. The normal form of the musical sentence may be repre- 
sented thus : — 

Fore phrasb Aftek phrase. 

■< 'j J L J J I J J I ~. I l_JJ^ ' JJ-J- J I „ li 



The above is called a dlani rhythm. The notes bracketed 
indicate the position of the cadences ; the first is usually an im- 
perfect cadence, the second is necessarily a perfect cadence. 
The above blank rhythm may be clothed with harmony by writ- 
ing, in the first place, a bass (a) in accordance with the above 
table, and in the second place, by adding (to this bass) the upper 
parts (b) In accordance with the rules given in the preceding 
chapter. 
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1+ I VI IV n- V VI- IV 

I VI- IV V 1 ■ 

The first cadence in the above passage, which may be 
terraed a melodic sentence, has been purposely chosen because 
it is frequently employed in the major mode ; in the minor mode, 
II is a diminished triad, for which reason this cadence was not 
included in the examples given in § 47. In the following example 
the passage is converted into a complete musical sentence. 
(6) 

53. Th.^ simplest form of the musical sentence in actual use 
is the short, but at the same time, complete composition known 
as the Anglican chanti The construction of this chant is 
shown in the following blank rhythm. 

-i-^-^V-|-rl--|-^^-Hr'-K I 

The notes in the above rhythm which are marked with an 
asterisk indicate what are called the notes or chords oi recitalion; 
in chanting, these chords have no definite time value, but they 
are always repreaented by whole notes. The second chord of 
recitation, it may be said, should in no case be a repetition of 
the first. 

The first cadence in an Anglican chant is left entirely to 
the taste of the composer, but the second cadence must be 
perfect, either authentic or plagal. 
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The following are illustrative examples of this fonn of com- 
position, No. I in C mujor, No. a in C minor. At a, roots 
rising a thiid after a chord upon an accented beat are employed ; 
the cadence at i. Is a form of the imperfect cadence (see A, § 47) ; 
for the second chord of recitation, c, the somewhat rarely 
employed III - is introduced ;.at d, the subdominacit cadence is 
employed (seey,§47); roots rismg a sixth are exemplified at «; 
the disjunct movement in the treble in similar motion with the 
bass at this point, is good, since the upper part moves to the 
tiirJ of the root. 

ih) 



i^gf^r^ip 



* jj^^ ^-aA a a * 



^^m^^Mk^s^ 



^i^^i^i^^i^iiB 



ij ^ 



i^^HEIiipiriil^l 



J.1 :?:i * 



I- VI IV V IVIIVV I 

The Anglican chant is an example of an irregu/ar musical 
sentence, the first section being a contracted phrase. The 
double bar in the middle of the chant in no way affects the 
harmonic progression at this point; it simply divides the chant 
into two parts, just as the verses of a Psalm are divided into two 
parts by a colon, the double bar corresponding wiih the colon. 
The brevity of this little composition led to the invention of the 
double chant, which is exactly twice the length of the single 
chant, and contains, therefore, four cadences. 
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54- Since there are but six common chords in the major 
key, and only four ,in the minor (see § 33), in order to obtain 
variety of effects in the matter of harmonic progressions, and to 
avoid the fault known as monotonous tonality, it is necessary to 
modulate, that is to say, to pass into a new key. 

Every key is closely related to certain other keys, called 
attendant keys; these are, the relative of the given key, the 
dominant and its relative, and the subdominant and its relative. 

The attendant keys of C major and A minor will be seen 
from the following table : — 



Subdominant. 


Tonic. 


Dominant 


F major. 


C major 


G major. 


D minor. 


A ounor. 


E minor. 



It may also be said that the signature of an attendant key 
never contains more than one sharp or flat, more or less, than 
the given key. 

The attendant keys may easily be remembered from the 
following passages, in which the half-notes represent the tonics 
of the given keys, while the quarter-notes represent the tonics of 
the attendant keys. 

O Major. A Minor, 



55. A modulation to an attendant key may be effected by 
employing a chord that is common to the two keys; this chord, 
called the ambiguous chord, being intfoduced aa belonging to 
the first key, and quitted as belonging to the second; after 
which a perfect cadence is necessary to establish definitely the 
new key. This method of proceeding to a new key is termed 
graduai modulation. In the following example, moduktionx 
»rc made to all the attendant keys of C major ;^ 
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m^^$^^fp^^^ 




^^^^^mi^^ 



* Ambi^oua choras. 

In major keys the first modulation is generally to the 
dominant, and in minor keys to the relative major. The new 
tonic chord almost invariably appears upon an accented beat. 

56. A modulation may be effected unexpectedly, the domi- 
nant chord of the new ley being introduced without any 
ambiguous chord; in this case it is generally best to let the roots 
move a third, as at a, while the chromatic movement, which is an 
important feature in this style of modulation, must be confined 
to one part only. This method is termed sudden or abrupt 
modulation. 



ii^ipi 
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The chromatic movement in the above escample, it will be 
seen, is ia the alta When this movement is not confined to 
one part, as in the following example at b, the fault known as 
False relation arises, the E flat in the treble of the second 
chord being in false relatioit with the £ natural in the alto of the 
first chord. To avoid the false relation this progression should 
be written as at c or d. 



|E;^=l4=S^-^=8i|EE§E#J 



g^ 



^_=^J_-=p=t, 



E«_€i^p?i^^£8H»i^=p.=l 



Furthermore, the bad effect of the false relation is often 
present even though an intervening chord, as at e, is introduced. 
When, however, a composition in the minor mode concludes 
with the Tierce de Picardie (g 47), no bad effect arises from the 
false relation, whether the cadence is perfect, as at /, 01 plagal, 
as at g. 




In the first of the above examples, at a, there is no bad 
effect from the false relation between the F in the bass of the 
second chord and the F sharp in the alto of the third ; the chro- 
matic movement could not occur in two parts simultaneously, as 
it would give rise to consecutive octaves. 

False relation, it may here be said, does not invariably produce a 
bad effect ; it ia occasionally to be found in the works of the older 
masters, and is of common occurrence in modern compositions ; at the 
same time the student, especially in bis eaily exercise^ should avoid it 
altogether. 
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57. Compositions in the minor mode, even those of the 
simplest character (except perhaps the Anglican chant), almost 
invariably contain a modulation, usually to the key of the rela- 
tive major. The reason for the frequent change of tonality in 
this case is due to the paucity of the harmonic progressions in 
the minor mode, it being impossible to obtain much variety in 
effect from the use of only four common chords. 

Furthermore, and chiefly in order to avoid the melodic 
movement of an augmented second, certain additional chords 
are occasionally employed in the minor mode; these chords are 
formed by the use of +VI (the major submediant) and VII (the 
subtonic) instead of -VI and L ; and since one of these notes 
is found in every triad in the key except that on the tonic, ther« 
are consequently six of these additional triads. At A the triads 
derived from the harmonic form of the minor scale are shown 
(see also § 33) ; at 3 the triads derived from the melodic form 
of the minor scale are shoi 




\- II- ia+ IV+ V- +Ti(j vn+ 

The tonic triad, a, is always employed in the minor form, 
except alone when it occurs at the close of a composition as the 
Tierce de Picardie. The additional triads are regarded as 
^borrowed' tia.o\A%', the triads at b and if being borrowed from 
the tonic major key ; those at c, e and g, from the relative major ; 
the rarely employed diminished triad at/, from the dominant of 
the relative major. The triads, 111+, V- and VII+ are more 
frequently employed than the others; they usually occur in 
descending passages, and especially in falling sequences, as 
exemplified at h and i. 
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IV+ and +VIo are rarely employed in their root position, 
the latter being a diminished triad and the former almost 
invariably giving rise to a feeling of dubious tonality. II - is a 
valuable chord when the leading-note is approached from the 
major submediant, as in the treble at /, and in th« tenor at A. 




The best progressions both to and from the additional triads 
may be gathered from the table in S 51, each triad being con- 
sidered as temporarily belonging to the key from which it is 
regarded as being borrowed. 

The student is stroogly advised to exercise the (rrealest care in 
the employment of these triads ; he should thorougrhly master the pro- 
gressions to and from the principal triads of the (harmonic) minor 
mode, and should employ the add'tional triads only when their presence 
can unquestiooably be justified. 
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58. To harmonize a given melody, after having determined 
the chords to which each note belongs (see S 38), it is necessary 
to decide upon the cadences; these should be harmonized first, 
and then the other chords should be added in accordance with 
the table in S 51. The following simple theme — the treble part 
of an Anglican chant — has been chosen to exemphfy the plan of 
procedure which the student should adofM in his first attempts 
at harmonizing melodies. 

(«> 



im^i^ 



In the following example, melodic symbols are placed above 
the treble, and the chords suggested by each note are indicated 
by harmonic symbols placed below, while the roots of these 
chords are represented in the bass by the small black notes. 
V f^ij V IT m 



tf .. 1 J I 




1 — 1 — r 


—r\ — i— H 


=9 


g* \-^-sL. 

VI- 

V+ IV+ 

1+ ni- n- 


— 9- 
v+ 
m- 
1+ 


1 ^ 1 J 

v+ 
m- IV + 

1+ n- 


ni- 
1+ II- 

VI- v+ v + 


— u 

1+ 


IfeEtEtiM 


^ 


P^t^ 


^=t=-=t 


^^ 



The first cadence may be plagal as at c, or it may be imper- 
fect as at d, or as at e. Instead of employing the cadence at e, 
however, a modulation to the key of the dominant would be far 
more effective, as shown at /■ The second cadence must 
be perfect, and the low treble note will necessitate and, there- 
fore, justify a correspondingly low tenor note. 

("> (<0 . (") (f) 
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The following examples arc varied hannonizatioos of this 
chant. 



:^ A J. ^ ^ 




p^§^ifel^^^iip.|^^i 




The harmonic progressions in the above chants should be 
carefully examined ; but the only chord to which particular atten. 
tion must be directed, is the mediaDt, as employed in the fore 
phrase in both the chants A and B. This chord as here intro- 
duced is effective, notwithstiindiDg that it occurs upon an 
accented beat ; this is due to the conjunct movement in the 
treble, together with the contrary motion between the extreme 
parts. 
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When the student has worked the exercises at the end of the 
present chapter, he should compose several Anglican chants in 
various major and minor keys, making them as melodious and as 
interesting as possible. A little practice will enable him to master 
this simple form of composition, and at the same time he will be- 
come perfectly familiar with the best harmonic progressions ; he 
wilt also learn how few good progressions there really are in con- 
oection with the common chord ; while in due course he will natur- 
ally crave for other chords, for, music consisting of the common 
chord constantly employed in root position only, possesses a 
character of what may be termed ' stilted severity.' 



SUMMARY. 
I 47. Cadences. 

Regular Z^^'^"'^'' ending on 1, Aiilhentic and Ptagal 

(■Imperfect, ending on V. 
Irr^ular, all Others, the most important being the 
Deceptive. 
I 48. Sequences. 

Melodic and harmonic t real and tonal. The dominant 
sequence. 

I 49. The dissonant triads. 

Sx resolves by ascending-, 5o bj- descending. 
3 50, Melodic progressions (continuous). 

Various injunctions and exceptions. 

i 51. Harmonic progressions (continuous). 

The table should be committed to memory, 
j 52. The Normal sentence. 

Eight measures in length, divided into Iwo phrases, each 
of which concludes with a cadence. 
g 53. The Anglican chant. 

An irregular sentence ; the simplest form of composition. 
S 54. The Attendant keys. 

IV and V, and the relatives of I, IV and V. 
§ 55. Modulation — gradual. 

The ambiguous chord. 
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§ 56. Modulation — sudden. 

The chromatic change. False relation to be avoided, 
§ 57. The additional triads of the minor mode. 

Their special purpose b^ng to avoid the augmented 
second. 
§ 58. The harmonization of a melody. 

First determine the cadences, then choose the t>est har- 
monic progressions. 



EXERCISES. 



Add alto and tenor parts to the following : — 



fe^43:3#-3:i-^-.|54i 


':#^^1ai 






^%ifei!fe^--feei! 


r-^i^l 




In worlcing these and all future exercises, the student should 
Invariably place the correct symljol under each bass-note ; by so doing 
he will not only the more readily recognise the various chords as they 
occur in the different keys, but he will i 
progressions, and this will be invaluable 
melodies and in composing simple musical 
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il^= 


^-'=#F=3^ 


W- 


fel 


-i=b&=ll 




^|5 


;i;3HEiE3ife 


Etl 


rr»r= 


elS^sl 



teiigilili^ii^i^^ 



l^lii-^ili^isii 



li^i^li^^i^^l 



i^^^iHlliiiilii^^lili 






|fiilfeil=?iiiii^j^g§l^s^ 
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« " — « » 

Add treble, alto and teaor parts to the following basses: — 






H^ii^^i^ 






^^i^iiisiip 
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t - t 



m^mM^m^msm 



'^ll^IZ^^^^U 



^iin^^i 



« - « « « 
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17. Name the following cadences : — 




18. Write the following cadences ; — 

(a) Perrect (Authentic) In C sharp minor, 
(&) Imperfect in A flat. 

(c) Imperfect (Mixed) in E. 

(d) Plagal, with Tierce de Picardie, in F minor. 

(e) Deceptive in E flat major and in F sharp minor. 

19. Write short tonal sequences, each three measures in 
length, on the following models. 



^m 



nJ-J-, 






r= 




o,,7< 1.1 Google 



CADENCES, SBQUENCBS, ETC. 







lii^giii 



In no case should the model b; repeated at an interval 
greater than a third. 

JO. Continue the following real (dominant) sequence, pass- 
ing through all the major keys, and concluding with a chord of C. 






Siii^iii 



Harmonize the following melodies :- 
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liiii^l^^i^iiii^l 



'^^^mmmm^^m 



Clothe the following blank rhythms with harmony, intro- 
ducing cadences at the bracketed notes. 

ag. Compose a musical sentence in the key of G. Write 
the bass first. 

30. Write a short passage in the key of D minor. 

When, as above, the exercises are (Jivided into two groups, 
those in Group II may, if preferred, be omitted when the chapter 
is first studied, and may be worked later on when the chapter^ 
is being reviewed. 
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CHAPTER Vn. 

THE CHORD OF THE SIXTH. 

59. When the third or fifth of a triad (or common chord) 
instead of the root is placed in the bass, the chord is said to be 
inverted; with the third in the bass, it is said to be in its first 
tnversion, and with the fifth in the bass, in its second Inversion. 

In root position the common chord [a) has a consonant 
and complete effect ; in its first inversion (b) the effect is conso- 
nant, but incomplete ; in its second inversion, however, (c) the 
efEect is dissonant, this being due to the interval of the fourth 
which loses its consonant character (as explained in % 19) when 
it occurs between the bass and any upper part. 
M m (0) 



In order to ^tinguish between the root position and 
the inversions of the chord, figures representing the intervals 
between the bass and the upper notes are placed immediately 
below (or sometimes above) the bass part ; hence the expression 
Figured-bass, from which arose the term Thorough-bass, the 
name by which harmony was formerly known. 

The first Inversion is figured 3, which, however, is usually 
contracted to 6, the 3 being understood ; the second inversion 
is figured ^. The root of a chord of the sixth, as the first 
inversion is generally called, is a third below the bass-note; the 
root of a six-four chord is a fifth below the bass. 

Inverted chords may be named either from the bass-note or 
from the root ; for example the chord at b may be r^arded as a 
sixth on the mediant, or as the first inversion of the tonic chord ; 
likewise the chord at c may be regarded as a six-four on the 
dominant, or as the second inversion of the tonic chord- 
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The symbols for inverted chords are formed by placing a 
mall Arabic figure, indicating the inversions, immediately after 
the Roman numeral employed for the root. Thus, the symbol 
for' the chord at ^ above, is I', and for that ate, I' ; or, if it is 
desirable to represent the (major) character of these chords, the 
symbols would be I + ' and I + ' respectively. I-' and I-' are 
the symbols for the inversions of a tonic minor chord. The 
symbol for the first inversion of the diminished triad on the lead- 
ing-note is Lo', but this may be contracted to L', as the triad on 
L is always diminished. The o, however, must not be omitted 
from the sjcnbol Ho', employed for the first inversion of the 
diminished triad on the supertonic of the minor mode. 

60. In the first inversion of the common chord the bass- 
note, as a rule, should not be doubled, especially if the root is 
either I, IV or V, It is generally best to double the note emfltyed 
for the treble. 

V may be harmonized in any' of the following ways ; — 

l|i_:irj|li:=llii^filj^L#i 

666 66666 

Of the above chords, though the position is good in each, 
yet the positions at a and e are to be preferred; the position of a 
chord of the sixth, however, depends entirely upon the context, 
that is to say, the preceding and succeeding chords. 

Chords of the sixth, except when the bass-note is doubled 
(as explained in the following paragraph) are not considered as 
being definitely in either close or open position, as in the case of 
the common chord; their position is regarded as being am- 
biguous, and as such it frequently happens that a chord of the 
sixth Intervenes between two common chords, one of which is in 
close, while the other is in open position. 
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6t. The bass note of a chord of the sixth may be doubled 
(a) in L' generally ; (^) in H' frequently ; (■:) when preceded by 
the same chord in root position ; {d) in L', II', IV and VI', 
when two or more chords move conjunctly ; (e) when the doubled 
note is approached by conjunct movement and contrary motion ; 
(/) when the chord is preceded or followed by % triad on tiie 
same bass-note j and (g) occasionally, for some particular reason, 
such as the avoidance of a bad harmonic progression. 
(«) (6) (d_^ ^_ 



mm^^i^^m^mm 






I W M M) 



« 6 6 6 6 



mmm^^^^m 






-J-i * 



w^mmmmitmm 



6 6 
if) 



iii ■^■■■^- _^ 



■SU^^-iJ. 



ili^^^iill^il^lig^ji 



B 6 6 6 6 5 
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The bass-note should rarely, if ever, be doubled when the 
third of the chord (i.e. the fifth of the root) is in the treble; 
■ and it should never be doubled if the bass b accidentally 
changed. 

The doubled bass-note in all (he above cases should, as a 
rule, be approached conjunctly, and if in the treble, it should be 
approached by contrary motion also, otherwise objectionable 
hidden octaves may arise. 

63. The best treble-note in a chord of the sixth, as a 
general rule, is the sixth (ihe root), this being especially the case 
in II', III' and VI' ; in I', IV' and V, the third is also good 
in the treble; while, in L', either the octave, sixth or third may 
be placed in the treble. These rules hold good for both the 
major and the minor keys. 

When two or more chords of the sixth occur in succession, 
the bass moving conjunctly, it is generally best to place the sixth 
in the treble and the third in the alto for each chord, and to let 
the tenor double the Iredle and bass-notes alternately, doubling 
the bass in L', II', IV>, and VI' (3 6r, d). If desirable, how- 
ever, the third may be placed in the tenor for each chord instead 
" of in the alto ; but the third should not be placed above the sixth 
in such a progression, unless one of the chords is L' , as at c, § 63. 
63. The diminished triad on L of the major key, as was 
seen in §52, is rarely employed except in sequences; its first 
inversion, however, is an important chord ; it generally occurs 
on an unaccented beat, and being a discord it must be resolved. 
It has two natural resolutions, namely (i) to I or I' (but never 
to I' )when the sixth (L) must not be doubled, and (2) to III, 
when the sixth may be doubled. See also § 90, page 150. 
In the minor mode, L' resolves on I - and I - ' only. 
The dissonant nole in the first inversion of a diminished 
triad, whether as L' in the major mode, or as L' or II0' in the 
minor, is the third of the chord ; and this note may, if necessary, 
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be douhUd, notwithstanding that it is a general rale in harmony 
that a dissonant note should not be doubled. When the thiid . 
in these chords is doubled, one third should rise and the other 
fall, each moving one degree only, as a rule, as at a and b. The 
progression at c, where one third moves disjunctly to the tonic, 
is however, not forbidden. In this progression, c, will be seen 
the one exception to the rule mentioned in § 62. 



The consecutive fifths at (b), between the aito and tenor, do 
not produce a bad effect, the fifth above L being diminished. 

64. The best progressions from common chords in root 
position to chords of the sixth occur when the bass falls a second 
or third ; the bass rising a second or fourth, falling a fourth or 
fifth, and rising a sixth from I and V, are also all good The 
bass rising a third or falling a sixth results in harmonic repetition, 
this effect is good, as has already been stated, when the first 
chord occurs on an accented beat. It is rarely well to let the 
bass rise a fifth, otherwise it may be said that, practically speak- 
ing, all progressions from common chords lo chords of the sixth 
ate possible, for, even those which are not good when both chords 
are in root position, become acceptable when the second chord 
is taken in its first inversion. 

The best progressions from chords of the sixth to common 
chords in root position, occur when the bass rises a second, that 
is to say, when the roots rise a perfect fourth ; the bass rising a 
third or fourth, or falling a fifth after I' and IVi, and falling a 
second after Li and IV', are also all good. The bass falling a 
third or rising a sixth results in harmonic repetition. In no case 



should the bass fall a fourth or rise a iifth ; falling a sixth, after 
I* and IV', is possible but rarely good. 

One chord of the sixth may be freely followed by another 
chord of the sixth if the bass moves a second. Disjunct move- 
ment between two chords of the sixth is generally not very good ; 
it is best when the bass falls a third ; the bass falling a fourth 
and rising a fourth, or falling a fifth, after I> and IV, are also 
possible. It is rarely, if ever, good to let the bass rise a third or 
fifth, or move by any interval other than those already men- 
tionea ; and, furthermore, in thecase of disjunct movement the 
second chord should almost invariably fall upon an unaccented 
[beat. 

A common chord may be freely followed by a chord of the 
sixth on the same bass-note, and a chord ol the sixth by a com 
mon chord on the same bass-note; the figuring for such progres- 
sions is 6 6 and 6 5 respectively, and it is generally best in each 
case to double the bass, and to let the moving notes appear in 
the treble. When a common chord is preceded or followed by 
a chord of the sixth on the note below, it is often conducive to a 
good melody to place the /i:'rd of the common chord and the 
roa/ of the chord of the sixth in the treble, the note common to 
the two chords being retained in an inner part, generally the 
tenor. 

65. When a chord of the sixth is followed by a common 
chord, care must be taken to avoid objectionable hidden con- 
secutive fifths and octaves between the extremt parts. Unless 
the roots of the two chords are a perfect fourth ot fifth apart, and 
unless the treble move one degree only, hidden consecutives al- 
most invariably produce a 6a'd effect. 

The progression at a, in the following example, is good , but 
that at & is very bad ; the hidden fifth c, and the bidden octaves 
at 4, are disallowed ; at e the progression is bad, for L' should 
not resolve on IV (see % 63) ; the effect at / is good, the root be- 
ing the same for both chords. 
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Hidden octaves are not altogether objectionable when the 
second chord occurs on an unaccented beat ; thus, the progression 
a.tg, which is not good, is tolerated when it occurs as at h. 




66. The chord of the sixth lends much variety to cadences 
occurring in the course of a composition; it is frequently em- 
ployed as the first chord, and sometimes as the second chord of 
a cadence, in order to avoid the more conclusive effect which 
the chord possesses when in root position. 

In sequences also, and especially in the dominant sequence, 
the chord of the sixth plays a most important part. 
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The chord of the sixth may well be termed the 'pons a 
Harmony. A thorough knowledge of this chord and of it 
generally is of the utmost importance to Che student, for, not only are 
the chord? which have so far been considered, the only chords employed 
in strict counterpoint, but they may also be said to form Ihe basis of all 
composition. As the present work is a treatise on harmony — not on 
counterpoint — the harmonization of melodies will be considered in the 
following chapter in conjunction with Ihe chord of (he six-four, in the 
first pLace, because it is advisable for the student to obtain a general 
knowledge or each of the inversions separately, and in the second place, 
because the coilformation of a great number of melodies is of such a 
character that they cannot be satisfactorily harmonized without the use 
of the six-four chord. 



SUMMARY. ■ 

§ 59. The inversions of the common chord. 

The effect of each inversion. Figures and symbols. 
g 60. The chord of the sixth. 

The bass-note, as a rule, should not be doubled, 
g 61. On doubling the bass-note. 

In Ll generally, II' frequently, IV and VH occasionally. 

g 61. The best tTeble-note. 

S or 3 in primary triads, 6 only in secondary, and 8, 6 or 3 

§ 63. The first inversion of the diminished triad on L. 

Two resolutions (a) Li to I or H in both modes, and (b) 
L> to III in the major mode only. 

g 64. The best progressions to and from chords of ihe sixth. 
These progressions play a most important part in musical 
compositions ; they should, as far as possible, be com- 
mitted to memory. 

§ 65. Hidden consecutive fifths and octaves. 

They are generally bad in effect, unless the roots move a 
perfect fourth or fifth, and the treble moves one degree. 

g 66. Cadences and sequences. 

The inverted cadence and the dominant sequence are of 
freiuiiJit occurrence. Triads and their first invi 
(tie only chords allowed in litrict counterpoint, 
tute the basis of all musical compositior 
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The following table may assist the student to remember the beat 
treble-note, and, according to the underlining, when to double the bass 
in a chord of the sixth. 
• 8 or 3 6 only 6 only 6 or 3 6 or 3 6 only 8, 6 or 3 



EXERCISES. 
I. Name the roots of the following chords, -and in each 
case state whether the chord isinajor or minor. 

(-<) (ft) (*) (<o (^) (/•> (s) 

6 6 8' 6 ^6 pe 116 

Jt I? It 

3, Write the first inversioo of the tonic chord in the keys of 
A, E Sat, F sharp minor and C minor; and the first inversion 
of the dominant chord in the keys of E, A fiat, C sharp minor 
and F minor. 

3- Complete the following passages by inserting the chords 
indicated by the symbols at the (vacant) beats marked a, d, c, d. 



^?=^?t:r 






.1 
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IV" V I» U' 

4. To each of the following chords add a preceding common 
chord, with roots falling a f^fth, and a succeeding common chord 

with roots rising a fourth. 
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Add alto and tenor parts to the following ; — 



^^^m 



^mm 



6 ■ 6 ' 6 6 
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Hiii 



Add treble, alto and lenor parts to the following: — 

7. 

6 6 6 6 6 
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6 6 6 6 6 

9. 

6 6 6 6 6 $ 



6 6 6 6 
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13. Write the descending scales of A major and A miDor 
(melodic form) in the bass, and harmonize them, employing a 
chord of the sixth for each degree except I. 

14, Write, in the key-of F, the exercise of which the 
following is the symbolic analysis. 

|_i|J_j_|_j_J_|_J_j^|_j_j_|_j_i_| 

I I> L' I IV' VI I VI 1V» III' 
__J_J_|.J_J_|_.J_| 



15. Write (a) in the keys of D major and G minor, the per- 
fect and the imperfect cadences, employing a chord of the sixth 
followed by a common chord ; and (i) in the keys of B flat major 
and B minor, the same cadences, employing a common chord fol- 
lowed by a chord of the sixth. 

16. Write a short sequence in the key of G, employing com- 
mon chords and chords of the sixth alternately. 

Exercises on the hkrmonuation of unfigured basaea ^nd tnelodiea 
will be found in Group II of the exercises at the end of the following; 
chapter, when both inversions of the common chord may be employed. 
Additional exercises on chords of the sixth, if desired, may be obtained 
by re-writing the basses, Nos. 7 to 16, at the end of Chaper VI, and 
changing the chords, where practicable, from root position to tirst 
inversion ; in no case should the root of a chord be cbang'ed. The 
melodies also, Nos. 21 to 28, may now be harmonized, employing' 
occasional chords of the sixth. Furthermore, the student would do well 
to compose several chants (single and double), hymn-tunes (such as 
No. 12, page 98), and other musical sentences ; with steady practice 
he will obtain a command of these concords, which will not only bo 
invaluable to him in the study of counterpoint, but will also conabtute 
the foundation of his musical compositions generally. 
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CHAPTER VIIL 

THE CHORD OF THE SIX-FOUR. 

67. The second inversion of the common chord, commonly 
called the cherd of the six-four, being, as has already been Stated 
{§ 59) ^ discordj requires particular treatment. 

In cqunterpoint, which was the basis on which music was composed 
prior to the establishment of the la.ws of harmony, this chord, on account 
or its dissonant chpracter, is strictly farhidden. It is indeed more than 
probable that harmony arose as a separate science from counterpoint 
partly on account of the use of this chord, and partly also on account of 
the free treatment of the dominant seventh, a chord which will be 
explained in the following cbApter. 

The second inversion is always figured\^ hence the name; 
and its root is a fifth below the bass-note. The note to which 
especial attention must be directed is the fourth, the inverted 
root. 

The second inversion of the common chord of C may be 
harmonized in any of the following ways. 



The symbol for each of the above chords is I», or if 
necessary, I + '. 
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68. The most popular use of the chord of the six-four is od 
the doniinani, preceding a common chord on the same bass-note 
oi its octave, when it is called a cadenttal six-four; in this 
case, the bass-note should almost invariably be doubled; the 
fourth, as a rule, should be approached conjunctly; while the 
sixth should fall to the fifth, and the fourth to the third, in theii 
respective parts. 



(") 



(6) 



(") 






lil"^l:lil^7-B=8 



6 6 
4 3 



6 6 
4 3 



6 fi 
4 S 



69. In addition to the cadential six-four there are also, the 
passing six-four, {a) which usually occurs on II (V*) ; the pedal 
six-four, (p) which usually occurs on either I or V; and the 
arpeggio six-four, (c) which usually occurs on V. 






(») 



(•> 



<•) 



ifptisillMilliiililSp 



The passing and arpeggio six-fours may occur also upon 
any other degree of the scale, except alone IV; for the second 
bversion of a diminished triad ts a forbidden chord. 
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In the following example, at d, a cadential six-foui occurs 
on I, preceded by a passing six-four on II ; care must be taken 
in such progressions to avoid eonseculive fourths between the 
bass and any of the upper parts. This chord {d) is sometimes 
called the appoggiatura six-four. 




It is generally best to double the bass-note in all forms of the 
six-four; the root, however, may occasionally be doubled, 
especially in the arpeggio six-four; it is rarely advisable to 
double the sixth. In duple time, the cadential six-four should 
appear always on an accented beat; in triple time, it is best also 
on an accented beat, but it may fall on the second, though 
never on the third beat of the bar. The other forms of the 
six-four almost invariably occur on unatcented beats, especially 
the passing six-four. Hidden consecutive octaves between the 
extreme parts are not objectionable in approaching a cadential 
six-four when the octave of the bass appears in the treble. 

70. The best treble-note in the cadential six-four is the 
fourth, if this note is not heard in the preceding chord; the sixth, 
however, is possible in the treble in this case, but the octave of 
the bass is generally bad in the treble. When the fourth is 
heard in the preceding chord it should be retained in the same 
part, and any note of the chord is then good in the treble. 

In the other forms of the six-four, any note of the chord, 
speaking generally, is good in the treble ; the fourth, however, 
if approached disjunctly, should as a rule be placed in the treble; 
and, if, so approached, it should be from below, and from the 
nearest possible note 
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71. The cadential six-four on V may be approached from 
any common chord in root position ivhieh does not contain the 
leading-note ; also from the first inversion of any such chord, 
provided the bass does not move more thari a third. No definite 
rules can be laid down for approaching other forms of the six- 
four, suffice it to say that the upper parts should, as a rule, move 
as smoothly as possible to these chords; the fourth, especially, 
being approached conjunctly, when possible. 

The cadential six-four naturally proceeds to a five-three on 
the same bass-note or its octave; the pedal six-four also usually 
proceeds to a triad on the same bass-note ; the bass of a passing 
six-four should be quitted (as well as approached) conjunctly ; 
and, in the arpeggio six-four, the bass naturally proceeds to 
another note of the same chord. These progressions are 
illustrated in the above examples, § § 68 and 69. - 

73. Much use is made of the second inversion of the tonic 
chord (I") in connection with both the perfect and the imperfect 
cadences, hence the name, cadential six-four. An example of 
its employment in each of these cadences will be seen in the 
illustrative passage on page 113 ; at measure four, it occurs in the 
imperfect cadence, and at measure seven, in the perfect cadence. 

The following passage exemplifies the use of the cadential 
six-four in sequences. 



w^^^^^^mi 
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7 j. When a common chord is immediately succeeded by 
one or both ot its inversions, instead of the latter being figured, 
a. line, called the line of continuation, may be employed ; this 
line is placed under the note or notes which succeed the chord) 
the harmony of which is to be continued. 




B7 some modem authorities this line is placed under the baas-note 
of the chord ttie harmonf of which is to be retained, as well as under 
the succeeding bass-notes ; confusion, however, is liable to arise when 
this chord (the first chord) is figured ; furthermore, the older plan avoids 
the necesKtr of adding- a mark, of anj Iciod whatever, to the bass-note 
of a common chord. No purpose is served by a change from which 
no advantage accrues. 

The figure i under a bass-note implies that all the upper 
parts are to be in unison. The figure o, or the expression tasto 
solo (one key- alone) implies that the upper parts are to rest, or, 
in other words, that the bass is not to be harmonized. 

74. In harmonizing unfigured basses, the common chord 
and its inversions should be employed in accordance with the 
remarks in the following table. The common chord is here 
represented by the figure 5, in order to distinguish it from the 
chords of the sixth and six-four. This table holds good for 
both major and minor keys, if in the minor key the triad on II 
(being diminished), and that on III (being augmented), are 
avoided. IIo' (see § 63) may, of course, be employed; but 
III x' also should be avoided; while both IIo' and III x' ue 
absolutely forbidden chords. 
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Generally the best chord 

Rarelj good, except in a sequence of sixths. 

Good as pedal ; arpeggio and cadentlal also 



disjunct!)'. 
conjunctly. 
Good as passing ; arpeggio also possible. 



Good, if bass 
Good, if bass 



Rarely good, except in a sequence. 

Generally the best chord. 

Very rarely good i passing and arpeggio 

possible. 

Generally the best chord. 
Good, when the bass moves conjunctly, 
especially before a cadential six-four. 



Ne\ 






Generally the best chord. 

Rarely good, except in a sequence of sixths. 

Good in all fomis, cadential especially. 

Good ; often the best chord. 

Generally good. 

Very rarely good ; arpe^io possible. 

Good only in sequence (Ihe diminished triad). 
Almost invariably the only good chord. 
Very rarely good ; passing and arpej^ia 
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If in a minor key, the major submediant occurs in the bass, 
it should be figured 6 ; and if the subtonic occurs, it also should 
be figured 6, when moving conjunctly ; when moving disjunctly, 
it suggests a modulation to the relative major key, and should 
therefore be treated as the dominant in that key. 

75. In harmonizing melodleSi it is necessary to consider 
the chord which is naturally suggested by each note as it occurs; 
Ijie root position or inversion of the chord being chosen in 
accordance with the harmonic progressions, as given in § § 38, 
64 and 7 1 ; while the table in S 74 may also be found useful in 
this connection. 

While it is scarcely possible to formulate any very definite 
rules for the harmonization of melodies, yet it may be said that it 
is generally advisable, in the first place, to decide upon and to 
work the cadences, together with the pre-cadential chords ; after 
this, a plan of the harmonic progressions should be arranged for 
the other notes of the melody ; and finally, the bass having been 
figured, the middle parts should of course be added. 

The following table will be found valuable as a basis upon 
which simple melodies in general may be harmonized, when the 
common chord and its inversions alone are employed; it hoi is 
good for both the major and the minor mode, with such excep- 
tions for the minor mode as have already been mentioned. The 
first column under harmonic suggestions comprises the chords 
which should, as a rule, be employed j the second column com- 
prises chords which are equally good, and which may be regarded 
as alternative chords ; the third column comprises chords which 
may occasionally be employed, but which, speaking generally, are 
the least effective. 

The table should be read as follows ;;- 

The tonic in the melody, naturally sug^gests the tonic chord and Its 
first inversion, and its second inversion when the melody suggests a 
cadential six-four; also the subinediant chord, and possibly the suli- 
dominanl chord and its first inversion, and Us second inversion ftS a 
r>edal six-four. Etc 
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THE 






DEGREES 














THE SCALE. 


FRINOIFAL. 


•"■«"«"«■• 


possau,. 


"■ 


I end I', 

1" («). 


VI. 


IV and IV', 
IV' (S). 


II. 


V and VIM, 
V" id). 


II (<), II' (/). 


L". 


III. 


I, !■ («). 


VI. 


Ill and III' . 


IV. 


IV .nd IV', 
IV. («). 


II (0. 


L". 


V. 


I and I' {h), 
I- W- 


V and V (/), 


Illfe'). 


VI. 


IV, IV< (i). 


VI and VIi. 


II is, ')■ 


L. 


V, V» (rf). 


L'. 


Illte,')- 



(a) When the melody suggests a cadential six-four. 

{b) As a pedal six-four. 

{e) When the melody moves conjunctly, except before a 

cadential six-four. 
{d) As a passing six-four. 
{e) Not available in the minor mode. 
(/) Before a cadential six-four. 
{g) Very rarely. 

(A) When the melody moves conjunctly, 
(i) As a passing or pedal, and possibly as a cadential 

six-four. 
(j) Before I, especially when it occurs upon an accented 

beat. 
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76. In harmonizing melodies, it is not sufficient to find a 
saitable chord for each note, nor is it sufficient to avoid consecu- 
tive fifths and octaves, and the other faults which have been 
enumerated from time to time; all of this may be accomplished 

and yet the result may be lacking in artistic effect. 
The following simple melody, for example, 

if harmonized as below 




is far from satisfactory ; at the same time, each chord is correct 
in itself, the harmonic progressions are correct, and the part- 
writing throughout is correct. The passage, however, is not a 
correct mudcal sentence; it is lacking in rhythm, and might 
well be termed 'harmonic meandering'; in other words, there 
is no middle cadence. Furthermore, the tonic chord is-em- 
ployed too frequently in root position, and, as the pre-cadential 
chord, it destroys to a certain extent the effect of the perfect 
cadence at the end. 

Before commencing to harmonize a melody, it is advisable 
to mark the phrases, to insert the melodic symbols, and to 
decide upon the cadences. I'he above melody thus treated 
would appear as follows. 

'm IV ni u in Tl? ' 1 v vi i m 11 Fl 



^^mm^w^mtmmmi 
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It ma]r be taken as a general rule that the cadendal six- 
four should be employed in connection with the perfect and 
the imperfect cadences, wht never the melody is of such a 
character that it majte correctly introduced. Although three 
notes of the melody have been included in each of the 
cadences, yet there are but tmo chords in effect in each case, 
for the J and \ upon the same bass-note are regarded as one 
chord divided into two parts. In the following harmonization 
of the above melody, a pedal six-four id introduced in the first 
measure, a passing six-four in the second, and a cadenttal six- 
four in the fourth and seventh measures. 



i^i^^r 
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The above passage should be transcribed into the key of 
C minor, in which key it would be just as effective as in the key 



of C major. It would be necessary to employ the correct key 
signature {three flats), and to place a natural before the note B, 
each time it occurs, otherwise tlie patsnge would remain as it 
stands. v.. 

The student is advised to compare the chords employed in this 
passage with the harmonic susfgestions as ^iven in the table in g 75. 
He would also do well to commit the passage to memory, to transpose 
it into other major keys, and to transcribe it into Various minor keys. 

Melodies in the minor mode which contain either the 
major submediant ( + V1) or the subtonic (VII) of the scale 
necessitate the tise of the additional triads (see § 57^, or, in 
certain cases, a modulation to the relative major key. 

The following examples illustrate the treatment of the sub- 
tonic in a. descending passage. At a, 111+ is employed; at ^, 
111+ with the parts moving sequentially; atf, III + , modulating 
to the key of E flat; at d,V -, with the parts again moving 
sequentially; at « and /, VII + ', treated in two different ways. 
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The following examples illustrate the treatment of the 
major submediant in an ascending passage. At g, II - is em- 
ployed; at h and »', + VIo* is treated in two different ways; at 
/, IV+ is employed, but, as has already been said, the use of 
this chord in root position is not to be recommended; the 
examples at k and / are included as illustrations of progressions 
which should be avoided. 

„ , (?) (*) (0 

4_4J- ^_ 
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Et Et Et6 3 B 

IV + IV+ 



SUMMARY. 
§ 67. The chord of the six-four. 

The Becond inversion, unlike the first, la a discord. 

5 68. The cadential six-four. 

The bass-note should be doubled, and the fourth, as a nilei 

approached conjunctly. 

5 69, Other forms of the six-four. 

The passing-, peda,!, arpeg^o and appog^atura. 
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f 70. The best treble-Dote. 

The fourth, in the cadential aix-four, if not heard in the 

S receding chord, is g-enerally best in the treble ; if it is 
card in the preceding- chord, it should be retained in 
the same pa.ii. 
(71. The best progressions to a cadentia! six-four. 

No chord containiDg- L should precede this chord, and the 
bass movement from a chord of the sixth should not be 
greater than a third. 
C 73. Cadences and sequences. 

The cadential six-four is frequently employed in connec- 
tion with both the perfect and the imperfect cadences, 
and with descending sequences. 
I 73. The line of continuation. 

It indicates that one or more of the upper parts are to be 
retained over one or more of the succeeding bass-notes, 
{ 74. Unfigured basses 

Table of chord characteristics. 

S 75. On harmonizing melodies. 

First symbolize the melody, then determine the cadences 
with their pre-cadential chords, and lastly employ the 
harmonic suggestions as given in the table. 
f 76. The harmonization of melodies exemplified. 

The student would do well to commit the examples to 
memor)'. 



EXERCISES. 



I. Name the roots of the following chords, and in each 
case state whether the chord is m^jor or minor. 



_(«) _(6) («) id) iO (f) ig) 

l=li^^Il£Fj"^lll-=l^l 



6 6 J|6 M M 
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3. Write the second inversion of the ionic chord in the 
keys of A, E flat, F sharp minor, and C minor ; and the second 
inversion of the dominant chord in the keys of E, A flat, C sharp 
minor and F minor. 

3. The chords marked a, b. c, d and e, in the following pass- 
age, are all second inversions ; state the character of each whether 
cadential, passing or pedal, etc. 

(a) %(c) (i) W 



-ST- 



mi 



■p^^^m 



^ 






^^^m^ 



Add parts for alto and tenor to the following : — 



^^^m^^M^m 



SH^^^^jf^^iii^r^ 
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Hil^illigii^ilgli 



iiB:ii=iiEl^=^^fa|^ 



6 « s 6 



6 6 6 6 6 6 



g?E|5E= 


~J=N--= 


~m=im= 


=N— « 




^^= 


^if^^ 


^■f-f-P-f=p- 


=^P^tl 



Add parts for treble, alto, and tenor to the following ; — 

666 6 66 666 

3 < 3 4 3 4 3 

6 6 6 6 6 6 6 



6 6666 6666 66 

13 4 3 4 

6 6 6 6 6 

4 8 
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6 6 6$ 




6 6 6 6 6 6 6 



6 5 6 6 6 



^ 



6 "5*6-6 
3 S- 4 8 
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5 6 5 6 6-5 K 6 56 6-6 

343 4-Jt 343 4-3 



66 66 66656 

4 3 4 3 4 t 



« 6 t 6 8 t 



ii^il 



fi 6 6 5 6 6 6 6^ 
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1 6. Give examples of the cadential, the passing, the pedal 
Slid the arpeggio six-four chords, (i) in the liey of £ flat, and 
(a) in the key of F sharp minor. 

17. Wiite, in the key of G, the exercise of which the 
following is the symbohc analysis. 

|.J_J-|J_j|j-j |_.^_|,J-X[J_X|J_J_|.,.j 

I V» I V VI U' I' V I' V I IV' I» V I 

II. 

Figure, and harmonize, the following basses. 




PTE^^JH^EJ^ 



^^m 



^^m 
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Harmonize the following melodies. 



i^i^B^^l^^^ 






mm^^^M^^^^ 



m^^- 



"^^^^^^^^ 



T^^^mi 
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Clothe the following blank rhythms with harmony ; each 
Thythm may be worked in both major and minor keys. 
90. 

l-jj_j-j-|-j-j-|-j-|aj-fj-j-|-j-j-|-j-|| 



Harmonize the following basses and melodies, introducing 
the additional triads of the minor mode, 
33. Chant. 



iSi^fHEg^S 



f^^^^mm^mi 



ng^g^l^i^iS^ 



37. Compose a double Anglican chant in the key of B. 

38. Write a short passage in the key of G minor, intro- 
ducing each form of the six-foui. 
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CHAPTER IX. 



THE DOHIKANT SEVENTH. 



77. To the triad on any degree of the scale, a seventh may 
be added; the chord then becomes a discord, and is called a 
chord of the seventh. 

A chord of the seventh is named after the root of the triad 
on which it is constructed ; thus, a chotd of the seventh on the 
tonic is called a tonic seventh; on the supertonic, a supertonic 
seventh, and so on. 

Chords of the seventh (and, as will be seen later, chords of 
the ninth) are termed fundamental discords, to distinguish 
them from certain other classes of discords. 

The most important chord of the seventh is that formed on 
the dominanf, the dominant seventh (see a and i); the other 
chords of the seventh are called secondary sevenths. 



E5B 



78. Chords of the seventh are figured 6; this, however is 
nsually contracted to 3, or 7, according to the context. 

The symbol for a chord of the seventh is formed bjF 
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THE DOMINANT 

adding the figure 7 to the symbol representing the root of the 
chord; thus, the symbol for the dominant seventh is V7. 

V7, though theoretically a primary seventh, is always called 
a dominant seventh. The intervals of this chord, reckoning 
from the dominant, are 



3+. 



and since none of the secondary sevenths contain these same 
intervals, and moreover since IV and L, the distinctive notes of 
the scale, form part of the chord, it follows that the tonic 
of the key may always be readily determined, but the tonic only 
and not the mode, for V7 is exactly the same in both the major 
key and its tonic minor. 

79. All discords require resolution. Resolution refers to 
the succeeding chord, the function of which is to satisfy ike eat 
after the preceding element of dissonance. As a general rule, 
this resolution is effected by the part which takes the seventh 
descending one degree in the following chord. This is termed 
the natural resolution of the seventh, and itJ3ccurs (a) in the 
principal resolution, V7 to I (the perfect cadence), and ip) in the 
decepti've resolution, V; to VI (the deceptive cadence). 




In the principal resolution {with L in the treble) one of the 
chords must be incomplete, the fifth being omitted ; it is indeed 

C~.ooj;;[c 
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often advisable to omit the fifth in V7 when this chord occurs 
in the course of an exercise or a composition. When the fifth in 
V7 is omitted, the root should be doubled ; for the seventh, being 
a note with a. fixed progression, like L, must never be doubled. 

In the deceptive resolution, on account of L proceeding in 
limilar motion with the bass, it is necessary to double the third 
Id VI ; compare also § 47, 1. 

So Any note of the chord may be placed in the treb'e, 
but, as a rule, and especially in the perfect cadence, the third 
of the chord (L) is the best treble-note. 

When the seventh is in the treble, in the principal resolu- 
tion, it is especially advisable to omit the fifth id V7, in order to 
secure A good position for the succeeding chord. 

When L is in the treble, it should invaria^iy rise to I ; when 
{n an inner part, L, in the principal resolution, may descend to 
V, if it is desirable for I to be complete; in the deceptive 
resolution, L may descend one degree in the major key, but in 
the minor, this progression would result in the skip of an 
augmented second. 

As a general rule, however, L, in whatever part it may 
occur, should rise to I. 

81. V7 may also proceed to I*, as a pedal six-four, in which 
case it is again generally best to omit the fifth and double the 
root of the chord, as at a. 

The progression V7 to T (see b), is not allowed, for, 
in the first place, the note of resolution should rarely be 
doubled, and in the second place, if approached by similar 
motion, it must never be doubled. It is an inviolable rule that 
the octave (or unison) between any two parts, must not be 
approached by similar motion, one part moving a second and the 
other a third. This progression, V7' to 1', has been employed 
as at c, where the seventh rises one degree, bat this exceptional 
resolution of the seventh is only permitted when the bast 
proceeds to the note upon which the seventh naturally resolves. 
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above example 

82. In addition to the natural resolution of the seventh 
there are also the stationary and the chrrmattc resolutions. 
In the former, the part taking the seventh retains the same note 
in the succeeding chord, as at a, and frequently falls one degree 
naturally in one of the following chords, as at ^ ; this latter is 
termed deferred resolution. In chromatic resolution, which will 
be considered more fully in the next chapter, the seventh rises a 
chromatic semi-tone, as at c, tlie succeeding chord being 
frequently another V7. 

(«> I m . («) 




83. The seventh is said to be ornamentally resolved when 
it falls to the fifth or rises to the octave before proceeding to 
the note of resolution, as at a, b, e and d. Care must be taken 
in such cases to avoid the consecutives shown at e. The seventh 
may be introduced with ornamental effect after a common chord 
on V, as at /and/, the figuring, in this case, being 87, Here, 
again, it is necessary to avoid the consecutives shown at h, for 
the intervening seventh does not destroy the bad effect 
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W 



w 



ft^^^^^^t 



iMplHipitiil 



T 8 7 ■ 8 7 ■ 8 J 

* This £ is called a Passing-note, t.^., a note not belong- 
ing to the chord, approached and quitted conjunctly, and 
employed as an ornamentation. 

Another form of ornamental resolution occurs when the 
upper parts in V7 mime while the bass remains stationary ; in this 
case the seventh may move disjunctly, provided that it is resolved 
■atisfactorily in the end by the part in which it appears last 
(i) (j) 

-J , . I ., J , J 




84. All progressions to V7 from common chords in root 
position or first inversion are good, except from chords which 

C~.ooj;;[c 



1 L, and excepting also VI' j these progressions, belt 
noted, are the same as those to the cadential six-four.' 

The best progressions from V7 are to I and VI ; to I' and 
IV', occasionally employed ; and, by chromatic resolution, to i 
V7 on the perfect fourth or fifth above or below. 

The cadential six-four is often followed by V7 ; in this case 
the fourth should fall as usual to the third, but the sixth may 
either fall to the fifth or rise to the seventh. 

85. In the perfect and deceptive cadences, as has already 
been shown, V7 plays an important part ; in the imperfect ca- 
dence, however, it is rarely employed, for the second chord of a 
cadence should be a concord. 

In sequences, V7 can rarely be introduced, except in the 
dominant sequence (roots rising a fourth or falling a fifth) when 
by chromatic resolution, all the V7's in music may be succes- 
sively introduced. 




140 THE DOMINANT SEVENTH. 

Similarly, roots rising fifths and falling fourths, as at J and 

t, also form a sequence which passes through the cycle of keys. 

It will be noticed that the treble in a proceeds chromaticdly 

downwards, while in i and c it proceeds chromatically upwards- 

(6) 



i 



i^S 



r r^ rf r^ 



i3sip^^ 



Or, the passage may be written thus : — 




w^^^^mm 



86. In harmonizing unflgured basses and melodleS) the 
the seventh may be freely added to V, when the succeeding 
chord is either I or VI ; except when V occurs as the second 
chord in the imperfect cadence. If V is followed by any chord 
other than I or VI, discretion must be employed, for whenever 
V7 is introduced it must, without exception, be correctly resolved. 

The table for unfigured basses in § 74, and that for melodies 
in 5 75. may be employed as the general basis upon which all 
simple diatonic melodies may be harmonized, (an unfigured bass 
being regarded as a melody for the lowest voice,) for the com- 
mon chord itself is the basis of every other chord. Each new 
chord as it occurs will naturally necessitate some modification 
in these tables, but the general principles will remain the same 
throughout. 
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The most impcrtant change necessitated by the employ- 
ment of V7, has reference to IV. When this note occurs in a 
melody and proceeds either directly or ornamentally to III, in 
addition to the chords given in the table in § 75, IV may be 
harmonized with V7. L and II, when proceeding to I, may also 
be harmonized with V7; if II rising to III is thus harmonized, 
it will necessitate the doubling of the third in I, which, though 
possible, is rarely advisable. V, when remaining stationary, may 
occur in the principal resolution, and when rising or falling to 
I, it may occur in the deceptive resolution. 



SUMMARY, 
g 77. Chords of the seventh generally. 

Fundamental discords; primary and secondary' sevenths. 
§ 78. The dominant seventh. 

The figuring, the symbol, and the constituent intervals, 
g 79- The two natural resolutions 

The principal— V7 to I, and the deceptive — V7 lo VL 
g 80. The best treble-note. 

This is L, and when so placed it must rise to I, 
§ 81. Variations of the resolution. 

V7 to I', bad; but V7 to I', good. The note of resolution 
must not be doubled and approached by similar motion, 
§ Sz. Other resolutions. 

Stationary — V7 to IV', and chromatic — V7 to another V7. 
g 83. Ornamental treatment of the seventh. 

Passing- notes, and change of position in the upper parts, 
g 84. The best progressions to V7, 

V7 should not be preceded by any chord containing L. 
% 85. Cadences and sequences. 

V7 is commonly employed as the first chord in the perfect 
and deceptive cadences ; and frequently employed in 
real sequences, 
§86, tjniigured bassei and melodies 

With the exception that IV may now be treated as forming 
part of V7, the tables given in J § 74 and 7S should b« 
employed as the general ba^s in this connection. 
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EXERCISES. 

I. * 

1. Write the principal resolutions of the following chords. 
„ (") (6) (") (^ (') if) 

2. Write the deceptive resolutions of the above chords. 

3. Write, employing V7 for the first chord, the perfect 
cadence in the keys of B minor, F sharp minor, C sharp minor, 
G minor, C minor and F minor. 

4. Write and resolve all V7's which contain the note D, 
placing D each time in the alto 



'^^^^^^^^^m 



EeiE^Ei^£i=f3iip!^^ 



p ^h - ^i^ms^i^mm ^ 



^-^_ 



1 77 7 » 7 87 
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|&€^^l^i^^i 



F6pf-^a;pEg;|igEEEg:N^e^^ 



6 6 6 5 7 

tl t t 



j ^^-jigEgiS^^ g ^^ 




Add treble, alto and tenor parts to the following! 

7 6 666-5 6^ 667 

4-8 348 



Bgjggfg-^^ gsgfg gggi ggi 



66667 &7 87 66T 
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^m^^M^m 



m^^m^^sm 




7 66b7 667- 

ti * * a a - 

12. 

7 6 6 7 """t 7 



657 6 J-7 6 S678-fl7 

1 8 5 7 ^^ 7 » 



8 6 7 
S 



7 7 
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13- Discover the mistakes in the following passage. 







14.. Exemplify the stationary resolution of thp 7th employ- 
ing the chord : — 



i^^ 



"t 



1 5. Resolve the above chord chromatically, in two different 



16. Give two (or more) examples of the ornamental resolu- 
tion of the 7th, employing the above chord. 

ir. 

Harmonize the following uniigured hasseai 
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^^^^^m 



i glga;JJE=Hg:-NsJ; ^ 



m^^m^^ 



i 



Harmonize the following melodies. 



^a^=iiiiii^ii3i^ii 



25. 



g^^HHiill 
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^^^^^n^^^^ 




I^Piei^^i^i^ 



sfc; 



39. Clothe the following blank rhythm with harmony, in 
the key of £. 

2_J_|_J_^_J_J_J_|_J_J_|_J_J_|..J_J_| 
-J-J-J-J-|,J-J I J [ 

ao. Write a short passage in the key of G minor. 
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CHAPTER X. 

THE INVERSIONS OF VJ. 

. The chord V7 has thret ii 



(a) The first inversion, V7', is figured s, (usually con- 
tracted to g ) J it occurs on L, and its root is a Ihtrii below the 
bags-note. 

6 

(^) The second Inversion, V7«, is figured 4. (usually con- 
tracted tOg); it occurs on II, and its rootisa^/A below the 
bass-note. 

6 

(c) The third inversion, V7», is figured *, (usually con- 
tracted to 2); it occurs on IV, and its root is a teventh below 
the bass-note. 



(«> (j) ( ') 

iHi^li^ 



isH^Hfil 



The general effect of the inversions is practically the same 
as when the chord is in root position. The seventh of the root, 
in the natural resolutions, must fall one degree, with one excep- 
tion alone, (see § S9); while the third, L, should as a rule rise 
one degree to I. 

88. The natural resolutions of the inversions of V7 are 
(hown in the following example. At a, L being in the bus, 
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the chord of resolution is I ; at *, the bass of the /our-three 
falls tol; it may, however, rise to I' (seclSg); at «, the seventh 
of the root being in the bass, the chord of resolution is I^. 



^-i^ip^^lp^i 



=p=t=p. 






' Any note of these chords may be employed for the treble, 
the root, perhaps, being the least interesting treble-note. It 
will be seen that the bass-notes of the inversions move con- 
junctly in resolution; V7' rising one degree, V7' falling one 
degree, and V7' either rising or falling one degree. 

Unlike the chord in root position, the inversions should as 
anile be complete; it is possible, though rarely advisable, to 
omit the fifth of the root in the first and third inversions. 

89. When the bass of a four-three rises one degree in the 
chord of resolution, the third of the bass, that is to say, the 
seventh of the root, may also rise one degree, in order to avoid 
doubling the bass-note in I' ; this is termed the exceptional 
resolution of the seventh. In this case the third of the bass is 
generally the best treble-note; if not in the treble, it should not 
be a second below the (inverted) root, unless the root skips in 
resolution, for the unison should not be approached by two 
voices one of which moves a second while the other remains 
stationary. 

At a, the third of the bass descends naturally, doubling the 
bass-note in the succeeding chord ; this is not incorrect, but it is 
generally more ^ective to let the third rise one degree as at 



Do,1,7cdDyGoOglc 



150 THB INVBRSIONS OP Vj. 

i and e. At d, the resolution is not good, the third being below 
the root which here remains stationary; with the root skipping, 
however, as at e, the resolution is good. The consecutive fifths 
at 6 do not produce a bad effect, the fifth above L being 
diminished. 



>■ f 



90. When the chord L' resolves on eitber I or I", as at a, 
^and £, it is regarded as being an IncompletB form of Yf, 
and although L is the apparent root, yet V is the real root, or 
generator, of the chord ; the term generator signifying a note 
from which a chord is derived, when that note is not employed 
in the chord. It is generally best to double the bass-note in the 
chord L' (see also 5 63), as at a and c; the third, however, 
notwithstanding its dissonant character, may in this particular 
ease be doubled, as has already been stated in 5 63. When Li 
resolves on III, as at i/, L itself is regarded as being the root, 
and it may therefore be doubled, for the chord does not possess 
any dominant character whatever 






iiipl*i^#l3i 



« 
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91. Instead of immediaU resolution, one inversion of the 
chord may be followed by another, or by the chord in root 
position, in which case the seventh may move disjunctly, and 
skips of even 4x and 7-, as at u and ^ are possible; while the 
doubling of L in an arpeggio, passage, if sustained in one part, 
as at ^, is not objectionable. The progression V7" to V7, how- 
ever, on account of the rising dissonance, {se(^ d) is not allowed. 




^^^M^ 



The ornamental resolutions, described in § 83, are equally 
available when the chord is inverted. V7* is often introduced 
ornamentally after V, as a pasting note in the baSs, when, instead 
of the usual figuring, the line of continuation may be employed 
as at e, in the above example. 

All the above resolutions may be transcribed to the tonic minor key; 
it will, of course, be necessary to raise accidentaJIy the thir-t of the root 
to V7, ta every case, in the minor key. 

93. The following example illustrates the deceptive rcsolu- 

tiona of the inversion? of VT; but these, it may be said, ace not 
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in frequent tue. At a, it is best to double the bass-note in 
VI' ; at ^, L descends ; it majr, however, ascend, as at e, again 
doubling the bass-note in VI' ; at (/, VI* is treated as a passing 
■ix-four, and occurs, therefore, on an unaccented beat. 



- taj \"J y/ \ I'"/ I 



lA A 



W^^^f^^^wm 



EEftJEEEtEp; 



The stationary resolution of the seventh is rarely employed 
in the inversions. In the following example, where the chord of 
resolution is treated as a cadential six-four on I, the effect is good. 



^5p^=l 



J^i^il 



5 4 3 

93. The chromatic resolutions of V7 and its inversions 
are most important. One V may resolve on any other V7, pro- 
vided that the roots of the two chords are more than a tout 
apart. There are, therefore, j^-fw such resolutions; these are 
illustrated in the following example. It will here be seen that 
all parts move conjunctly, the notes which are common (both 
actually and chromatically) to the two chords, being invariably 
retained in the same parts. At a, b and e, the seventh descends 
naturally \ at c and/, it ascends chromatically ; at g, it remains 
stationary, and at d, it also remains stattonary by an enharmonic 
cnange. 
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The above resolutions necessarily Induce a modulation in every 
case. Modulation, to which reference has already been made in 
Chapter VI, will be treated of more fully in Chapter XI. 

94. The beat progressions /c the inversions of V7 are 
from chords which do not contain L. The bass of V7», should, 
as a rule, be approached conjunctly; if L, in V7', is approached 
disjuncily. it should be from above, and if IV, in V7», is so 
approached, it should be from below; for, in moving disjunctly 
to a note with a fixed progression, it is generally best to proceed 
to it from the ofposile direction to that in which it resolves. 

The best progressions from the inversions of V7 are the 
resolutions which have been given above. 

The cadential six-four is often followed by V7«; in this 
progression both the sixth and fourth should descend one 
degree, as in the following example. 



r f 



^^^^^11 



95- Ii oadenoes, with the exception of the perfect 
Mdence, the inversions of V7 are rarely employed. In tb« 
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perfect cadence, in the place of V7 in root position, an inversion 
produces a less conclusive effect, which is often desirable when 
the cadence is employed in the course of a composition. 

The inversions of V7 are frequently employed in real, but 
never in tonal sequences; the dominant sequence, especially, 
may be varied by the employment of the first and third inver- 
sions alternately; or by the employment of the root position 
and the second .inversion alternately, as in the following 
examples. 







Further examples of sequential progressions, of a, modulatina 
character, wiU be found in Chapter XVln. 

96. In harmonizing unfigured basses, V7», V7« and V7», 
respectively, may be employed when L, II and IV occur in the 
bass, provided that the succeeding chord admits of a carrcet 
reiolution. When II is approached and quitted conjunctly, 
V7«, or its incomplete form L', should invariably be employed; 
and it is especially desirable to employ V7' when IV occurs in 
the bass preceded by V and followed by I II. In other respects, 
the table, given in § 74, for harmonizing unfigured basses may be 
followed. 

97. In harmonizing melodies, whenever a note which 
forms part of V7 occurs, either V7 or one of its inversions, 
speaking generally, may be employed. An exception, however, 
must be made in the case of both II and IV, when either of 
these noiti precedes a cadential six-four \ for, as has already b«ea 
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stated (5 71), no chord containing L should be employed in 
such a progression. Furthennore, it must be remembered that 
the second chord in the imperfect cadence should be V, or 
possibly V, and not V7, or one of its inversions 

In other respects, the table, given in 5 75, for harmonizing 
melodies may be followed. 

98. The following example illustrates the use of V7 and iu 
inversions. 









I st—S- 



?=E=e=re=E=E: 




The student ah ould bear in m]nd that ]n analyarng chords, L', when 
it proceeds to either I or Ji, must invariably be regarded as the incom- 
plete form of the second inversion of the dominant seventh, and that V 
(and not L) is the real root or generator of the chord. 
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THI INVBRSIONa OF Vf. 
SUMMARY. 
I 87. The inversions of the dominant seventh. 
V7I occurs on L, Vj' on II, and Vj* on IV. 
I 88. Their natural resolutions. 

The bass-nates move one deeree only ; V7' rises, V7I falls, 
and V71 either rises or blls. 

I 89. The exceptional resolution of V7>. 

When the bass of Vj" rises one degree the seventh of the 
root may also .rise one degree. 

I 90. The incomplete form of V7'. 

Li is so regarded when it resolves upon either I or I*. 
i 91. Various treatments of the inversions V7. 

One inversion followed by another liefore resolution. 
i 9a. The deceptive resolution. 

Sometimes, but not frequently employed 1 stationary resolu- 
tion also of rare occurrence. 

I 93. The seven ChrotHalic resolutions. 

One V7 may proceed chromatically to any other V7, pro- 
vided the roots of the two chords are more than a tone 

i 94.*The best progressions to the inversions. 

It is rarely good to approach these chords from any chord 
conlainingL; in the major mode, however, V7' may 
be approached from III. 

1 95. Cadences and sequences. 

The inversions are rarely employed in connection with 
cadences, but frequently occur in real sequences, 
especially when the roots of the chords move k peifect 

fourth or fifth. 

I 96. Unfigured basses. 

The inversions may be freely employed provided that the 

succeeding chord admits of correct resolution. 

I 97. On harmonizing melodies. 

First symboliie the melody, then determine the cadences 
with their pre-cadentiat chords, and lastly employ the 
harmonic sugerestlona as given In { 76, Introducing V7 
and its inversions only when they can be correctly 
resolved. 
I 98. Illustrative example. 

The student wll do well to comoiit this passage to vaetaotj. 
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THE IHVBRStONS OF Vf. 167 

EXERCISES. 

I. Write the natural resolutions of the following chords, 
and in each case figure the bass and gtre the roots. 

(«) (6) W (<0 (') (/■) 






ii) (») (0 (J) <») ro 



^i^jgi^s^i^ 



a. Explain the difference between the dominant seventh on 
B, and the dominant seventh in B; and write their inversions 
and resolutions. 

3- Complete the following passage by inserting V7, or one 
of its inversions, at the (vacant) beats marked with an asterisk. 



^^^w^m 






#M^#^ ^i 



m± 
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188 THE INVERSIONS Cff Vj. 

4- Treat the note C (second space in the bass) as the bass- 
note of four different chords of V7; figure and resolve each 
chord. 

Add alto and tenoi parts to the following : — 
s. 

I I 



gg- ^fegggliSs g 



l^^^^lTiiEiiiiiEi 




6 6- ]t66a 6 67 



B 6 5 - 
4 it 8 4 3- 

r,o,:,7.d,yGoOglc 



Add treble, alto and tenor parts to the following : — 

7 6 4 6 4 

6 3 3 

i^iiipiiiiil 

7 

ifcliiiiliiilPJr^^ei 

6 4 6 6 6 7 

4 2 6 4 H 

6 a t 6 7 

4 3 

7 64 56Jt6Jt6 7 6 

S 4 4 $ fi 

6 — 87 

KB 

10. 



6 6 5 6 6 



■m^^^^ 
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: INVBRSIONS OP V 



^^ ^ 4 6 T 6 6 6 6 4 

3 3 6 4 3 2 



6 666 4666-6 646 EI6 6 
5 43 2 44-3 32 

667 6C E66 -.. 

4a 

7 "Tn« 6 6 7 



d3^ 

2 t»4 



13. 



816 6 1-6(6 6«1 

4 6 * S 

3 » 



6 B 

4 t 



mm^^m 



6 7 
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THE INVERSIONS OF VJ, 



^^^^^^^^^m 



'gJEggp^^ Ep 




17. Explain the treatment of the snpertonic sixth (L'), In 
;he following progressions. 




^pi^^ipp 



iS. Write a real sequence passinj; throi^h all the major keys, 
mploying V7' and its natural resolution. 
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162 THE INVBRSIOHB OF Vf. 

19. Resolve this chord three time; (t) with 
the seventh falling naturally; (3) nith the seventh 
remaining stationary ; and (3) with the seventh 
rising chromatically. 




la Continue the following passages sequentially for three 
more measures in each case. 



' ' ' etc J I J . I etc. 



31. Resolve this chord chromatically i 
seven different ways. 






11. Write, in the key of G, the exercise of which the 
following is the symbolic analysis, 

3 j I » J-l J J-JJ 



-H^-h 



-l-j_j-j-)-_j- 



I I" T7* I' V I IV' 77» I I* V I 

J J J |-J J J..[-J -|^| 

lyi i» IV I' V7» I n' I''~V7 I 
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f8B INVBKSIONS OF V7. 
11. 

Harmonize the following unfigured basi 



mnii^^^^p 




m^^^mi 




T7oog\Q 



THE IirVBRSIONS OF VJ' 

Harmonize the following melodies. 



% ^^^=2m m^ ^^^ i 



m ^^m^ ^^ 



i 



teg gM^MJgp^NPP gia 




^^m^^mm^ 



ifis^iiig^^^^gi 



A*^ 



^lip^Egl^g EggS 
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Clothe the following blank rhythms with harmony, each in 
both a major and a minor key. 
36. 

|-J-|-J_L|-J_J_|, J J J I J J I J J J I 

-j_j-l^ja4_j_ll 

4 T] J J J I J J J I J J JJ-I-J-J-J-I 

J J J I J J J l-^_J-J-[-^-ll 

37. Compose a double chant in the key of £ flat, employ- 
ing a deceptive cadence for the first phrase, an imperfect 
cadence for the second, a plaga) cadence for the third, and a 
perfect cadence for the last. 

Add a figured bass and two upper parts to the following 
given inner parts ; write in open score. 

I SI- , 

40. Write a short passage in the key of F sharp minor, 
introducing the inversions of V7, and some of the additional 
triads. 
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CHAPTER 'XI, 

HATUXAL UODUIMTIOH. 

99. Modulation may be defined as the art of passing fnm 
«nt hey into another . 

A brief reference to this subject has already been made in Chapter 
VI, § g M, 65 and 66, when the common chord in root position alona 
was emplojed ; with the addition of the inversioas of the triad, together 
with V7 and its inversions, a chang^e of key may be e^cted in a more 

When the new key is one of the attendant keys (see § 54), 
the modulation is said to be natural i when otherwise it is said 
to be extraneous. Both natural and extraneous modulation 
may be effected either gradually or suddenly, and in certain 
cases (to be considered in a later chapter) by the enharmonic ' 
change of one or more notes in a chord, which is termed cq- 
harmonic modulation. 

Modulation is generally effected by introducing V? of thfl 
new key, which, resolving on the new tonic, definitely eslablishtt 
this key. 

Transi^on, a term sometimes employed instead of modulation, and 
sometimes si^ifyinf; a moduladon to an extraneous key, will here be 
employed only when a change of key is effected without the use of the 
dominant chord, or of any chord derived from the dominant. 

100. In gradual modulation to an attendant key, three 
things are necessary, namely : — 

1. The establishment of the original key. 

a. The employment of one or more ambiguous chords * 

(see % ss). 
3. The establishment of the attendant key. 

* Sometimes termed equivocal or doubtful chorda, for the TMMa 
tbat tbey do not belong demutely to ^ther key. _, 
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NATURAL MODUIATION. 



These features will be seen in the following example, which 
illustrates a modulation from the key of C to its dominant — G, 





-— 1 — 1 1 -. -Ij 




=f--f^'=^ 


-? — S-l — " — II 




: r r r.— fl 



The chords in this example may be analysed thus:— 
a. 1 1 

i. VT' j-Establishing ±e key of C 
*. I J 

nri- in the key of C, \ 
d. \ or, y The ambigaoufi chord. 

UI- in the key of G. J 

/. V7 ^Establish 



« r 

/ V7 j-Establishing the key of G. 



Since the chord at c, in the above example, is the same as 
that at a, it is taken for granted that the tonic chord is sufficient 
to establish the original key. The cadential six-four at « ia 
employed in order that V7 may fall on an unaccented beat, 
thus allowing the new tonic to appear on the accented beat, 
features which usually obtain when, as here, the modulation is 
final, that is to say, concludes (with a perfect cadence) in the 
new key. The number of chords absolutely necessary for 
gradual modulation may, therefore, be reduced to four; and 
when the original tonic is itself an ambiguous chord, as in the 
present case, the modulation may be effected by even thre* 
chords. 
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NATURAL MODULATION. 



loi. The following example illustrates gradual modulation 
from the key of C to each of its attendant keys. 



P^^^^^^^ 



J._j. J. 



J. J. 



p^^i^^pg 




The following example is a double Anglican chant in the 
key of A minor, with passing modulations to and through all 
of its attendant keys. 
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MODULATION. 



^^^M^^i^^M 



-W-fiJ. -a- s- ^ J. „ , 




102. In sudden modulation there must be na ambiguous 
chord ; in other words, the chord which precedes the new V7 
must belong to the original key only; and this progression will 
therefore necessitate a chromatic change in at least one of the 
parts. 

The following examples illustrate sudden modulation from 
the key of C to the key of G. 
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NATURAL HODVLATIOM. 




In the majority of cases the root progression to the new 
V7 will be up or down a third, as at a; a chromatic change from 
a minor chord to a V? on the same root is shown at 6 ; and e 
exemplifies the chromatic resolution of one V7 upon another, 
the roots moving a perfect fourth or fifth (J { 8a and 93). 

Modulation from a given major key to its relative minor or 
to the relative minor of the sub-dominant, also from a given 
minor to its sub-domiaant, may be effected by the use of three 
chords only, viz. r the original tonic, and V7 and I - in the 
attendant key. In other cases an additional chord, usually IV 
or V, whichever will admit of chromatic movement in at least 
one of the parts, must be introduced after the original tonic. 

103. The following example illustrates sudden modulation 
from the key of C to and through all of its attendant keys. 




The following example illustrates sudden modulation from 
the key of A minor to each of its attendant keys. 

Google 




i^i^fililp^^p^i 



4, i.i _-»-__i _-J_J 



"^^^^ 



104. In harmonizing unflg^red baases and melodies, 
moduUtions to attendant keys may often be effected in simple 
diatonic passages ; especially when a note falls one degree from 
a weak to a strong beat. 

The melodic progression II to I, which naturally suggests 
the perfect or the deceptive cadence, may be treated as IV 
to III in the relative minor key, as at ; III to II, which often 
suggests the imperfect cadence, may be treated as II to I in 
the relative minor of the subdominant, i.ia.b; IV to III, which 
often suggests the plagal, and sometimes the authentic (perfect) 
cadence, may be treated as at r ; two different treatments of V 
to IV are shown at d and t; two different treatments of VI to 
V (a progression which often suggests a plagal cadence) are 
shown at / and ^ ; L to VI may be treated as II to I in the 
relative minor, as at ^ ; and I to L, which often suggests an 
imperfect cadence, may be treated as IV to III in the domi- 
nant, as at ( ; or as VI to V in the relative minor of the dominant, 
as at /. 
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HATtlRAL HODUIATtON. 






EzprI 



miii 



7 -r 7 r^f"^" 



w 



In the above example the notes of the scale are placed in 
the melody in each case; they may, however, be placed in the 
bass or indeed in any other part, while V; may be employed 
in any suitable inversion, as well as in the root position. 
• Modulations of a similar character may be effected in the 
minor mode: if VII (the subtonic) is employed, it is frequently 
treated as V in the relative major. 

When the melody rises one degree, modu- 
lations are not as readily suggested as (in the 
above examples) when it /aUs one degree. 
Special reference, however, should be made- 
to the melodic progression II to III, which j 
is often harmonized as at i. This particular 
progression, although it may be regarded as 
a modulation to, and as an imperfect cadence in the key of the 
relative minor, is sometimes employed as a cadence in the key 
of the tonic ; in which case, the second chord (the symbol fot 
which would be 111+) is regarded asa chromatic concord, and 
the progression itself is often called the Phrygian cadence. 

Google 
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105. Extraneous modulation will be coDsidered in detail in 
Chapter xriii. This subject, howcTer, has already received some 
attention in connection with th^ chromatic resolutions of V7 
(Chapter z, ^ 95). Gradual modulation to an extraneous key may 
be effected by the employment of natural modulation to one or 
more intermediate keys; modulation of this character is said to 
be Compound. Compound modulation, therefore, consists of 
one or more passing or transient modulations, followed by a final 
ov permanent modulation to a more or less distant key. 

106. A modulation from a given major key to its tonic 
minor, or from a given minor to its tonic major, may be effected 
by the use of the V7 common to both keys ; such a modulation) 
although strictly speaking extraneous, is frequently employed in 
connection with natural modulation. The keys of C major and 
E major, for example, may be connected by identically the same 
chords as the keys of C major and E minor, (see § loi, page 168), 
with the exception that the final chord must be major, instead 
of minor. Upon this principle, and by means of compound 
modulation, the most distant keys may be connected by tbe 
chords employed in natural modulation. Thus, in the following 
example, a modulation is made from the key of C major to that 
of F sharp major, first by proceeding to the tonic major of A 
minor, and thence to the tonic major of F sharp minor. 




e 7 (BB) 

it* J^ It 

C+ A- A+ FJt- FJt+ 



,,.< 1.1 Google 



174 NATURAL MODULATION. 

The student would do well to commit to memory the moduUtions 
(ram the key of C to each of its attendant keys, as given in glOl ; and 
to symbolize the chords, for the same symbols, aa employed there, nuiy 
also be employed in modulatini; from any major key to its attendant 
keys. In the above CJiample, it will be seen that the ambijfuous chord 
in proceedini; from A major to F sharp minor is the same as in pro- 
ceeding from C major to A minor. The cadential sis-four, it may be 
said, is employed so that the new V7 may appear on an unaccented 
beat, tbiM allowing the perfect cadence to occur in the normal manner. 

107. In connectioD with this subject of modulation, and 
changing from one key to another, it may be stated, that, thtorttr 
eaiiy, there is but one key, and ODC alone, in music, namely, the 
key of the tonic ; it has two forms, the major mode and the 
minor mode. The normal pitch of this tonic is represented by 
the note C, but for practical purposes, cither from an instnimental 
or a vocal consideration, or for some other reason {or perhaps for 
no particular reason at all), the pitch of this tonic may be repre- 
sented by any other sound in music ; but whatever note, other 
than C, is taken for the tonic, the chords, the harmonic pro- 
gressions and the whole paraphernalia of the key bear exactly the 
same relationship to that tonic as though that tonic were C- 
All other major keys, in fact, may be regarded as transpositions 
from C major, and all other minor keys as transpositions from C 
minor ; but it is not practicable to transpose music from a major 
key into a minor key, nor vice versa, for by transposition is under- 
stood the reproduction of txacHy the same effect at a different pitch, 
and a minor chord can never possess exactly the same effect as a 
majoi chord. Music, in certain cases, may be transcribed from 
a major to a minor key, or vice versa, but this can only be effected 
when the harmonic progressions are of the simplest character. 

Unfortunately the term 'transposition" is sometimes employed in 
this connection, but "transcription is undoubtedly the correct term. 

108. At this Stage in th^ study of Harmony, the student will 
do well to take a glance at the past, and see what he has so far 
accomplished, also to look into the future, and learn what there 
is yet in store for him. Having once mastered the common 
chord, the only concord in music, the remainder of his career in 



,y Google 



the realm of harmoDy will be devoted to the study of discords. 
Discords are of two kinds, essential and unessential. To the 
former class belong chords of the seventh and ninth, discords 
derived from a root by super-imposing a series of thirds, and 
commonly called Fundamental discords ; while to the latter class 
belong two forms of discords, those known as Suspensions and 
those formed by the use of Auxiliary notes. After conquering 
the diatonic concords and discords, the attention of the student 
is directed to the chromatic element in harmony, which also com- 
prises both concords and discords, and with which is included 
the subject of enharmonic modulation. Such, then, are the 
chords which are treated of in the science of Harmony (§ 31) ; 
and to understand them, to know how to introduce them, how 
to resolve them, and how to employ them with good eflect, and 
to be able to recognize them and to appreciate their treatment in 
the works of the great classical masters, should be the constant 
aim of every earnest student. 

109. To obtain a knowledge of the chords employed in 
Harmony, however, should not be the only object in view ; the 
student should endeavour to make some practical use of his 
theoretical acquirements, that is to say, he should compose 
music. Even with the present limited means at his disposal, he 
has sufficient material to compose hymn-tunes, of a very high 
order of merit, and the hymn-tune may well be regarded as the 
acorn from which develops the mighty oak of all musical com- 
position. In his early attempts the student should not try to be 
original, he should rather try to imitate what others have done 
before him ; let him imitate as a student, and originate as a com- 
poser. Having mastered the hymn-tune, the student probably will 
crave for higher types of composition, he should then turn his 
attention to the study of Form [n Music, and (with the assistance 
of a teacher) may attempt to write a short Anthem or Part-song 
or perhaps a March or Minuet. Compositions of this character 
will lead him on gradually to more advanced types, such as the 
Sonata and the Cantata ; and, finally, to the very highest types 
of all, the Opera, the Oratorio and the Symphony. 
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MODULATION. 

SUMMARY. 

§ 99. Natural modulation. 

Two kind^— fp^ual and sudden. The student should read 
g S M, 55 and 56, before commencing to stud]' thUi 

g 100. Gradual modulation. 

The importance of the ambiguous chord, see also 9 55. 
§ iQi. Examples of gradual modulation. 

(a) From the kej of C to each of its attendant keys ; (b) 
from the key of A minor to and throug:h each of its 
attendant keys. 

§ 101. Sudden modulation. 

No ambiguous chord ; a chromaticchange necessary. 

g 103. Examples of sudden modulation. 

(a) From the key of C to and throuj;h each of its attendant 
keys; (b) from the key of A minor to each of its 

attendant keys. 

g 104. Unfigured basses and melodies. 

The simplest diatonic passages frequently contain modu- 
lating possibilities; in other respects basses and melo- 
dies may be treated as explained in the preceding 

g 105. Compound modulation, 

Passing through one or more intermediate keys. 
g 106. The tonic major and minor modes, 

By their use the most distant keys may be connected on 
the principles of natural modulation. 

§ 107. Thekey of the tonic. 

Modulation, change of key ; transposition, change of [Htch ; 
transcription, change of mode. 

g ro8. The chord! employed in Harmony. 

Concords and discords, diatonic or chromatic; essential 
discords, derived from a root; unessential discords, 
formed by the use of suspensions and auxiliary notes. 

§ 109. The composition of music, 

ij-mn-tune the first step on the road 
ighest types of musical composition, 
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177 
EXERCISES. 

I. Complete the following passages, in either 2 or 2 time, 
modulating gradually in each case to the key indicated. 

(a) G+ to E- (6) F+ to A- ^ (0) A+ to D+ 




3. Figure and harmonize the following passages, modulating 
suddenly in each case to the key indicated. 

(a) F+to D- (b) D+ to E- (e) B!l+ to F+ 




3. Modulate gradually, employing not more than four 
chords in each case, (a) from the key of D, and (b) from the key 
of G minor, to each of thetr attendant keys, (ten ezereises). 

4. Modulate suddenly, employing as few chords as possible 
in each case, (a) from the key of B-flat, and (b) from the key of 
B minor, to each of their attendant keys, (ten exercises). 
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NATURAL MODULATION. 

5. Modulate from A to C-sharp minor suddenly and return 
to A gradually. 

6. Modulate from C minor to A-flat gradually and return 
to C minor suddenly. 

7. Compose a single Anglican chant in the key of £, intro- 
ducing a modulation to the dominant. 

8 Clothe the following blank rhythm with harmony in the ■ 
key of F minor, introducing a modulation to the relative major. 

I-J-J-I j-J-|-j-j.|-^Jj-|-j-J^|J-J-|^|| 

The plan of chords adopted in the example in g 100 may be followed 
in working this exercise. 

9. Compose a double chant in the key of B; modulate 
to G sharp minor in the first phrase, to F sharp major in the 
second, to E in the third, and return to B in the last 

10. Write a continuous passage ot modulation commencing 
in the key of D fiat and passing to and through all its attendant 
keys. 

1 1. Modulate gradually (a) from F sharp to D flat, and (b) 
from G flat to C sharp, making the enharmonic change at the 
ambiguous chord. 

13. By means of the chromatic resolution of one V7 to 
another {see § 93) modulate (a) from C to F, (b) G to D, (c) F 
to A flat, (d) D to F sharp, (e) B flat to G, (f) A to F, and (g) 
E fiat to A. 



Harmonize the following unflgured basses, introducing 
modulations as indicated. 
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, ^gpip^pegiipiiipggpgi 



lA ,5^ 



B^ ^PPJlgp^^ ggj 




B?i leE£-^»|!E^^iE£iEj!Efei 



EJJipSllEiEEE 






Hannonize the following melodies, intioducing judicious 
modulations. 



^^sJ-jSp^ 
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NATURAL MODULATION. 



^^^mw^^m^ ■ 



i^^^^m 



at- tf. 



~^^, 



piziipiEi 




^i§i^=ii=^§l^s3l^ii 
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SYMBOLS. 

The symbols employed in the present work by which notes 
and chords are represented without the use of words, may be re- 
garded as forming a system of musical stenography.* 
Symbols are of two kinds, namely: — 
Melodic, representing a note, and 
Harmonic, representing a chord. 
Four factors are employed in the formation of these symbols, 
namely, (r) certain KomaD numerals, (a) the Arabic numbers, 
I, 2, 3, etc., up to 9, (3) certain signs, and (4) the marks • and ^. 
(r) The Roman numerals, sometimes preceded by one of the 
signs (3) are employed to indicate notes, whether dia- 
tonic or chromatic. 
(1) The Arabic numbers are employed to represent intervals 
and, when they appear in small type (like the sign for 
square and cube, etc., in mathematics) to represent the 
inversions of chords. 
(3) The signs, four in number are, +, -, >< and o; these are 
employed to indicate respectively the terms, ' major', 
'minor,' 'augmented' and 'diminished.' 
{4) The mark ' is employed to represent a suspension ; thus , 
for a falling, and thus 1 for a rising suspension. 
The symbols for intervals are formed by placing the sign re. 
presenting the particular name after the Arabic number repres- 
enting the general name of the interval. 

* The terra ' .symbol' which is here used, it is believed, for the first 
time in connection with the subject of ha.vcaoriy, was suggested by the 
use of the same word in chemistry, astronomy, etc, where it is employed 
(as in the present work) to indicate a. certain significant mark^letler, 
figure or aign^ which stenographically represents the name of some- 
thing under consideration. The derivatives, symbolic (having reference 
to symbols) and symbolise {to mark with symbols) are occasionally alsQ 
employed in this work. 
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Thus, for example : - 

2+ indicates a major second ; 

3 - " a minor third ; 

4 X " an augmented fourth ; 
50 " a diminished fifth. 

The sign + indicates the term 'perfect,' when it is employed 
after the numbers 4, 5 and 8. 

The student should call each symbol by its proper name ; for ex- 
aqiple, a major second should not be read as ' two plus,' nor a minor 
third as ' three minus,' etc. 

The melodic symbols for the various degrees of the major 
and minor scales, the latter in its harmonic form, are shown in the 
following example. 



It will be seen that the same symbol is employed for the me 
diant in both keys ; when it is desirable to distinguish between the 
major and minor mediants, the siRns + and - respectively are 
placed before the symbol, thus, +III and -III. The same may 
be said of the two submediants. In the melodic form of the 
minor scale, the submediant in ascending is, therefore, + VI, while 
in descending it is -VI, The technical name (employed in the 
present work) for the seventh degree in the descending form of 
the minor scale is ' subtonic ' ; the symbol employed for this note 
is VII. 

The symtx)] L is employed for the leading-note instead of VII (as 
might have been expected) t>ecause in the first place, it is easier to write 
and, what is frequently a.n important consideration, it accujries less Space 
than VII ; and, in the second place, because a distinctive symbol more 
readily directs the attention of the student to the characteristics of the 
rote (See page 14). A point of small importance but one not unworthy tMf 
a passing notice is to be seen in the number 60 which is the numerical 
significance of the Roman numeral L, while So fas was shown above) ts 
the symbol for the interval of the diminished fifth, an interval invariably 
associated with the leading-note in both the major and miaor modea. 
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The technical name (or symbol) for each degree of the scale 
should invariably be employed in preference to the alphabetical 
name ; for the alphabetical name varies with each new scale but 
the technical name always remains the same. Furthermore, it 
may here be said, that each degree of the scale possesses a certain 
individuality peculiar to itself, which may be termed its aslhetie 
character; e. g., I — Constancyi II — Deslreg III — Ease, IV — 
Faith, V— Gladness, VI— Adversity and L— Brightness. 
These terms, which are suggestive only of the jesthetic character 
of each note, have been chosen so as to be easily remembered by 
the student ; the initial letters, it will be seen, form the scale of C 

The following table comprises the melodic symbols for the 
notes of the modern enharmonic scale of C (See page 34) ; to- 
gether with the technical names employed (in the present work) 
forathe notes of this scale.* The alphabetical name and tonal 
character of each note are also included. The table should be 
read upwards. 



ALPHABETICAL 


MELODIC 


TKCHNICAL 


TOHAL 


NAME. 


SYMBOL. 


NAMB. 


CHABACTHR. 


B. 


L 


Leading-note. 


Diatonic. 


BSat. 


VII 


Subtonic. 




A. 


+ VI 




Diatonic. 


A flat 


-VI 




Imperfect chromatic. 


G sharp. 


xV 






G. 


V 


Dominant. 


Diatonic. 


F sharp. 


xIV 


Inter-dominant 


Perfect chromatic. 


F. 


IV 




Diatonic. 


E. 


+ 111 


Major mediant. 




ESat. 


-III 


Minor mediant. 


Imperfect chromatic, 


Daham 


xll 


Hyper-supertonic. 




D. 


+ 11 




Diatonic. 


Dflat. 


-II 


Minor supertonic. 




C sharp. 


xl 


Hyper.tonic. 




C. 


I 


Tonic. 


Diatonic. 



*It is with a feeling- of much diffidence that certain new technical 
mes are here introduced, but at the same time it is under the c^R^C- 
n that thejr will supply a lon^-felt want. 
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iv SYMBOLS. 

The perfect chromatics — the inter-dominant and the sub- 
tonic — are, so called because they are employed in chord construc- 
tion in one form only; the imperfect chromatics, by enharmonic 
change, are employed in both forms. 

The notes G flat and A sharp are sometimes employed as chro- 
matic auxiliary notes, but they have, it may here be said, no har- 
monic relationship with the key of C. For the sake of completeness, 
should it at any time be necessary to refer to such notes, the technical 
names, Hypo-dominant (oV) and Hyper-submediant ( x VI) may be re- 
spectively employed. 

Equal temperament, that is to say, the division of the octave into 
twelve equal semitones, is the fundamental principle of all that apper- 
tains to modern music. The above scale, it wiU be seen, contains tvvo 
distinct kinds of semitones — the diatonic and the chromatic— but these 
must be regarded as being; absolutely equal in point of size. Scientiti- 
cally, the ratio of the lonner is as 15 : 16, and that of the latter as 
21 : 26; in other words, theorsticallv D flat (for example) is of slightly 
higher pitch than C sharp i in equal temperament however, these two 
notes — D flat and C sharp — are tempered, that is to say, tuned into one 
and the same note. This theory of equality can alone justify the chro- 
matic progressions and the enbarmonic modulations of modem Com- 

Harmonic symbols are formed from melodic symbols by the 
addition of numbers, signs and marks, according to the character 
of the chord; the melodic symbol indicates the root of the 
chord. 

The triads as they occur in the keys of C major and minot 
are shown in the following example. 

C Major. 



* IIo nix IV- T+ TI+ Lo 

The signs, + and -, etc,, as a matter of fact, are frequently omitted, 
being understood ; the student, however, should employ them at first, 
and indeed until he is perfectly familiar with the character of the various 
triads. In reading the symbols, the student should be careful to em[rfoy 
the correct technical term ; for example, I-l- should be read aa 'th^ 
tonic major triad (or chord),' and not as ' one plus.' 
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The following example illustrates some of the chromatic triads 
(ia the key of C) with their symbols. 



in+ -n+ xrvo Vx 

The symbols for the first and second inversions of triads are 
formed by placing the small figures r and i respectively, after the 
sign indicating the character of the chord; thus, 1 + *, the first 
inversion of the tonic major chord, and I - ', the second inversion 
of the tonic minor chord. The following example illustrates the 
first inversion of the triad of C, as it occurs in seven different 
major keys. 

^litegiiliiiiiigiiigEii 

The sign 'o,' it will be seen, is omitted after the symbol L; 
this is invariably the case when L' has a dominant character and 
resolves on I or I' ; when it resolves upon III-, the sign 'o' 
should be added, thus, Lo*. 

The following example illustrates the symbols employed for 
the chords of the seventh in most frequent use, in both C major 
and C minor. The sign + is usually omitted after V, as this chord 
is invariably major. 



T? n? L7- 



The symbols for the inversion of chords of the dominant 
seventh are formed thus V;', V7*, and V7*. 
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The symbols for the chords of the dominant ninth are V^^. 
(or simply V9) andVcj-, L7 and L70 are treated as distinct 
chords, they are not regarded as being V9+' and V9-' respect- 
ivelj'j in the latter chords the dominant is always present while 
in the former it is never present. 

The following example illustrates the formation of symbols 
in connection with suspensions. 

(a) (b) (c) (d) 0) (O 



(a) The tonic chord with the third suspended. 

(1*) The dominant seventh with the fifth suspended. 

(c) The tonic chord with the octave sub-suspended. 

(d) The first inversion of the tonic chord with the bass sus- 

pended. 

(e) The third inversion of the dominant seventh with the 

third and fifth suspended. 

(/) The tonic chord with a triple suspension. 

When the suspension is in the bass, the mark ' is placed 
before the Roman numeral. 

Pedal chords and pedal passages are represented by the 
Roman numeral indicating the pedal note, followed by a line of 
continuation placed under, or in the case of an inverted pedal 
placed over, the symbols representing the chords employed in 
connection with the pedal note. 
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In the case of ambiguous chords, the second symbol is 
placed under the first. 

Sufficient, it is hoped, has now been said, to explain the 
theory upon which the symbols in general aie constructed and 
employed. The symbols for other chords, both diatonic and 
chromatic, will be given as the chords severally occur in the 
course of the work. 

The following passage exemplifies the employment of 
symbols in connection with modulation. 

(a> (6) (.) id) (.) (n (?) (A) (0 
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The above symbols should be read as follows : — 
(a) The dominant seventh. 
(i) Tonic (major) chord. 
(c) Leading seventh {or minor seventh on leading-note) 

on tonic pedal. 
{d) Tonic chord with fifth and third suspended, end of 

pedal. 
{e) Augmented triad on tonic. 
(/) Sub-dominant (major) chord. 
g) First inversion of dominant seventh, in G major. 
(A) Tonic (major) chord with octave suspended. 
(i) Diminished seventh on leading-note, generator E, 
in A minor. 
(/) Tonic (minor) chord, changing to mediant (minor) 

chord, in F major. 
(i) Second inversion of dominant seventh. 
(/) Tonic (major) chord, with octave sub-suspended 

and third suspended. 
(w) First inversion of dominant chord, changing to first 

inversion of tonic chord, in C major. 
(«) First inversion of supertonic seventh. 
(o) Dominant sixth and seventh. 
(/) Tonic chord. 
From the above analysis, it will be seen that both time 
and space are materially saved by the employment of symbolsi 
irrespective of the convenience derived from having the name 
of each chord immediately under its own bass-note. It can 
with confidence be affirmed that were the advantages to be 
derived from the use of symbols generally known, the system 
would without doubt be generally adopted. 
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Additional triada in minor mode 43, 90, 124 

" " Progresdcma to and from ,. .. .. 84, 91 

Amt»guous chord 87, 166-169 

Anglican chant 86,90-94 

Appogfgiatura six-four . . . . 116 

Arpej^io six-four 110-123 

Attendant keys 87,171 

Augmented interval 19, SS, S2, 8S 

" triad 46,48,70,82,86,105,106 

Authentic cadence ■ • • . . ■ • ■ . . . . 78 

Blankrhythm 84 

Cadences 78-80,108,117,123,139,163-164 

Cadentiat six-four 116-117, 123 

" Best treble-note ,, ..116 

" Progression to and from .. 117, 110, 123, 130, 1S3, 164 

Chord, Definition of ■ ■ • ■ . ■ ■ • . . ■ ■ 41 

" Ambigruous 87,166-160 

Common ,. 42,46,47,106,117 

" " Symbols for 43 

Chord of the Sixth 102, 109 

" " Best treble-note 106 

" " Doubling of bass-note 103,105 

" " How to avoid consecutives 107 

" " Prog-ressions to and from 106 

" " Symbol for .. 103 

Chord of the Six-four 114-116 

" " Best treble-note 110 

" " Doubling of baas-note ., .. .. .. 116 

Progressions to and from 117,130 

SymlMlfor 114 

Chord of the Dominant seventh 134 

." " " Best treble-note 136 

" " " Progressions to and from . . 138 

Resolutions of .. 135-141,1(^,100 

" " " Symbol for 134 

it seventh, Inversions of .. .. .. 148 

" Best treble-note .. 149 

' ' Progressions to and from 1 53 

" Resolutions of .. .. 148-162 

11,23-26 

88,89,160, 170 

resolution 107, ISO, IM, 162 

scale 6,36 



Chord "of the Domini 



Chromatic interval . , 



Chromatics, perfect and imperfact. . 
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X IMDBX. 

Close posiUon 46 

Common chord 42, 46, 47, 100, 117 

Originof «, 46 

Compound modulation .. .. .. .. .. .. 173 

Concord 41 

Consecutives, Fifths and octavesl. . .. .. .. .. 6S-61 

Hidden 61,107,108 

Crossing of parts 47,63 

Degrees 7 

" Technical namesot 12-14 

" " '■ Symbols for 13 

Diatonic scale, major and minor forms 7-14, 31-37 



Diminished interval 19. 82 

triad .. .. 42,48,82,90,91,106,100,118,161,155 

Discord 41 

Dissonant triads .. ■■ .. ■■ .. .. 44,8*2 

Dominant 13,43,119,121 

Doubling the third in VI 68 

Enharmonic equivalent ■■ ■■ .. .. ■■ ■■ II 

" " Modem 37 

. Exercises, working' of .. .. .. .. .. .. 49,70 

False relation 89 

Figured bass.. 49,102 

Fundamental discord 134, 176 

Generator 150 

Harmonic progressions .. .. .. .. .. 66,67,93 

" " Continuous 78,83 

Table of 84 

Harmonization of melodies G9, 92, 120, 140, 166, 171 

Tableof 121 

" unfigured basses 118, I4(f, 154 

" Tableof .. 154,171 

Harmony, defined *. .. .... 41 

Hidden consecutives <1, 107 

" " when permitted .. 62,63,107,108,116 

Interval, defined 17 

" Consonant and dissonant .. .. .. .. 24 

" Diatonic and chromatic 18 

" Harmonic and melodic .. .. .. .. .. 24 

" Perfect.. 25 

" Enharmonically changed 24 

Key, defined 7 

" relationship , ,. 12, 87 

" signature .. .. .. ., ., ,, .. 9 
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INDEX. XI 

Leading Note, derivation of 14,31-33,43 

" " Treatment of in dominant chord .. ..61,68,67,68 

" " Diminished triad on .. .. .- .. 82 

" Inversion of .. .. 105, 106, 1S5 
" " Treatment of, in dominant seventh. . .. ' .. 136 

'■ . " " •' " Inversions of . , 148,149 

Uneofcontinudtion 49,118 

Mediant 13,35,43,78.119,131 

triad 70,93,119 

Melodic progressions 67,69,82,83,171 

Melodies . . 120, 122, 164 

Mode 31 

Model 81 

Modem enharmonic scale .. .. .. .. .. .. 37 

Modulation, Compound .. ■■ ■• .. .. .. .. 173 

" Natural and extraneous . . , , . . . . 166 

Gradual 87.166-168 

" Sudden 88, 169-171 

Motion 68, 66 

" between extreme parts ■ ■ .. .. .. .. 61-63 

" Contrary, when undesirable ., .. .. .. 66 

Movement • • . . . . . . 57 

Musical sentence 78.84 

" " Normalform 84-86 

Musical sound . . . . , 6 

Normal test.. . 19 

Note, double significance 41 

Open position .. .. .. .. .. .. .. 50 

Overlapping of parts 63 

Passing note .. .. 138,161 

Passing six-four 115,117,^123 

Pedal six-four US, 117, 123 

Phrase 78 

Phrygian cadence .. ■■ .. .. .. .. 172 

Position of common chord 46 

Primary seventh .. .. .. .. .. .. .. .. 135 

Relativekeys 12, 33, 34, 87. 171 

Resolution of dissonant triads,. .. 82 

" " dominant seventh .. .. .. ]3j 

Rules for avoidance ot harsh intervals .. .. .. ..68.82 

" " consecutive fifths and octaves . . . . 62 

" " hidden con secutives 61-63 

" harmonizing melodies . . .. .. .. 130-124,164 

" un figured basses 118,164 

" use of the mediant chord .. .. .. ,. .. 70 
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